
cineACTION! 

No 18 

A MAGAZINE OF RADICAL FILM CRITICISM & THEORY mum 



CIneActionI 
No. 18 
Fall 1989 


Contents 


The Collective; 

AihJithi' UnItfHi 
Hr^an BriRic 
Sam Ftffvjrih 
h k»pcnct Ja4:r»b4vifriu 
RKharil f.ippe 
Jditinc Mdir«:tK^iJLi It 
SusAn MiirriMHi 
Rt^biri WcMict 


[!)FSIGN: Kn-in C'nnnoll^ 

LAYOirr A PASTK-UP Cunrmllv 
rVMtSFi‘1 (NCi jiiKl FMTs: Excalibtir 
PRINTING VkhA WcrbGmp^Ki 

ACKNOWLLlXiMhNlS: 

■Vjutfi: fwmrtrfv f t/m fnsHiutf. uf 

f i^uvaii, r>fiiwir^ Uitmtr. <'h»iw*4m 

himtfukfrf /lufriNyrkHi Cfntrt Jk jV i^rpUW 
owrAvpfi 

(v publ^hnJ qtliilcriy by ihe 
CiiKActfeon* ctilkxti^ic. Smpk a^py pTKt h 
S4 mi, Syb^-riplkins: 4 1 5.l» hiKli- 

viJiiahMlKl 4 SXl.Ul>Cinalilyliuns|: 

owracas, aiVI $10,110 fyr iiirmail. 

Mjtilmit yddrr^: 

*1 Ak3^a.rkkT Si., Apd. 7«5 

TiJiiifiui, Onijirh^ 

M4Y 1115 

By^IfKvh Ma fkippr Juhn AruJcrMin 

Tckphunr i 4 1 WOWtb 

M jinutai>Fd^ Ovpcd. | *Tt 

11^ ntNuild be by d yjKipnl, irli- 

'WrldrructJ reivm cntrtUipt. The ed^coftiJcp ifiiPi 
n?*f¥i*iiMNIrt^ hic then 

Itie pipminn^ r^prewd m HnJii^idiLil jitieki jic 
r¥i4 nncManly cmliH^ed by she eiluufuJ uJintivf! 

All adKk' hrmn are L^ipyrtltlH * Nrfv \9V>hy 
i rnfArfum* and may inM be iepriidLH.-Td wiiImpui: 

IVSN Wi 

Scc^md rUii Mail Refacer Nii 
Prmted 4AiJ Kiund la CaHvU 

This iawjc wu assdsioi by jtjjnts fr^sm ibe 
Wnlin^ jml Fuhlkalion Srcnior of I be 
Canada Couned and from tlx Ontafki Afis, 
CAuncil. 


ImpcfiyJihm Now 

scon I ORSY 1 H 

lirimii^idnis. Aliens and LKtralerrestnals: 
Science i'Hrli^jn's Alien "Other*' 
jis (Aiiiim|fi f>/^r#-Thirtgs) 

New Hispanie Imagery 
C IIARIIS RAMIRI Z BLkCj 

Aptng Alrita: 

Ihe Mk! Ell Imnlaeubic Miscegenytion 
OIANKSIPPJ. 

Afouiid the World, Across All Proniirr^: 

S^irii as De/tayi 
MICIIAI L WAi:SM 

Their Tinest Hour 
Dumphrey Jennings and ihe British 
Imperial Mylh of World War II 
AN1>RTW HR in ON 

FaN4;iNni/Cincma 
ROHIN W(X)I1 

Bttitk Mif -Mac and Colonial f discourse 
SHEILA PlinV 

l^ird Cinema lesliyat 

Black Ham hi mi; 

TRIM I T MINJt— HA 

The [XxunxnLiry Impulxr 

and Third Cinema Theory: an Inlrodu^tion 

PJ.Tl.R RIST 

Jkmk Rriim; 

I W£> BiMiks on Third WE’irkl Filin 
MARY A| I-MANV-GALWaY 

Frsthal ulTmiiak IW; 

Reviews of Summt^T of A vh-a, ^^^3nmv^ //irr 
Lti mfuiefeL \fotel Bmuie Giw, 

rAf> ^'oiom i.of, Ciiy qf Satina si^ 

Bo^er ond Atf. and mnre , . 


Pape I 


Page 3 


Page IK 


l^^ge 29 


Pape .^7 


Pige 45 


Page 53 


J^age 56 


Pape H) 


Page 64 


Pape 66 


CnK txit (SolK OdL 196 a) 



Imperialism Now 


^dtehin^ I he rele vision rirws fnmi Kl Salvador 
gives me the devils uf whal billioiii^ of dollar^^ 
buv — ram [:mging death si^uadn, a cily and 

terrifii'^i civilians^ maKisacretl prii^^ls, Crtvii [)errl 
louristSr I he billicins have iKjyglu a di^''ade uf life 
for another fa^rist e lien I stale — hul ean't seem to 
buy defea( of a lenaeious and brave guerilla army.. 

ill thi^^ show never go off the air? 

As I watrh* I know that llie servile metJia of I he 
W es* are already eurmiing and riirgefling these 
images. Tlie lalesi folksy killer in the Vtdiite House 
can lurried to fur reassuring words. Americans 
great burden — bringing DeincKTacy arid IVtjgress 
to every recalcitrant nation — must be shouldertHl: 
suitable "moderates" (Preshient Oistiani!?) will Im* 
dresseil up tu opfjosc "extremists'' of the left and 
right; normal levels of slaughler and corn metre will 
hopi'fully resume. 

IjLKjking liack over the "8<)s, inifK^rialiszii — that 
is, capitalism's iiiternational organizalion of exploit 


tatic^n and domination — seems inlimidatingly 
IKiwerfub Commodity relations pi-iielrate every^ 
where. St^veral hundred mnltenatiorials diclate loa 
worhl ecuiiuiTSV more integralrd and interdef^endent 
than ever. The Reagan [)oclrine, that grisly iiitensi' 
fi ration of long-standing American foreign fioliry, 
has sanctioned terrori<§l wars wherever ihe im|ierial 
mono^Hjlies have liei-ti ihreaterml — Nicaraiigua, 
Afghanistan .Angola, (^mbodia aiid^ uf course, LI 
Salvador. 'Hie ImmJv count is in ihe millimis. 

TJiis strength and ferocity has ensured that the 
imagery and itleology of imperialism are everywhere 
ill the fMipular media. The siet^alleil Third % orld 
proviiles exotic gtnjgraphy and pi*c>ple?^ couiillcss 
rtK’k video tiackgfiiuiids, tourism ails, op^Mirtuiiilies 
for Hollywood musclemen to relighi imperial 
adventures. But alongside this naluralizatioiu even 
a casual olisi-rver is iiuindaltd with news ol i^ ulugi' 
lal, fvonomie and fMilitical catastrophe: famine, 
revoliitinrn civil wars, massai res |iaradf' in head- 
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liiiPSi thr flpf-aHlp. liowf^rr, thi^ idi"<>li]^ii ;il 

bjjnker^ of thp WpsI try iiol tn runm-i | "‘ispws'* 
Ut inifTtTiali^^m. Thrw uiifortnnalP pvpiits arr |ijs( 
cJpIcmrH mi llir mad tu IVia^rrs^s; tlir Vt iiiipii' 
tiims^ psp-rially Amrn< a\, an- lnMiPViilpni. 

In iWl, thr ndrd l^iirld — pvph iHp ubiL^nily n\ Hir 
phrasi^ itidii-alrs a rertaiii aniiiiPM Pnrp In thr liirT- 
arrhiral brulalilieK uf unequal rlpvpln|mipril — ran 
Ih* parkaffi'd in tliP latest Wp \rp Ilir V\ nrld 

luok rarr uf thr raniiiiP^, Stirip ih wnrkiii^ nii llir 
rain furt-sr^ Hush fiphls his inaiir War on JJrii^^>. 
Hip comlitnalion nf momlislir disptarpTiiPiil ami 
a^rc'ssiou Uh iiihps inrrpasin^ly niiiirinuH. 

]| is crucial lo sen that the hpadinn^s ('iiiinr^i, 
llial fi *^<171011 lie ilpva^latinii and ^Kiiiliral rf^prt'ssiiin 
for p<‘rhaps a rriiiioritv I he wnrld's po|jijlal ion arc 
fjarl of MiP ^^siirrpss" nl rapilalism. 1 hird Vt nrld 
prnnoinips an* drainud ni a fashion only c^i>in- 

{larahip tn ihe |)irary and slave Irailr o\ |irinnlivp 
capitalist acrurnnlaticin several hundri^l years \ta^\r 
Millions starve and <lie in ecuiiiitnies i|psirtiyt*il hy 
serving dehls tu Tirsl World Ijankers; hundrH'' o( 
millions suffer under the so-calletl anslerily fdatis of 
the tvrannieal International Monriary Fntnl, Des- 
pite thi" lrium[ihal homliasl id i‘urreiH iKiiirpeois 
jclenh^v. this is what's Udiind llie plistminp towers 
of Wall Street nr HiV Sln^ l. 

If^R just as fTurial lo stt* thal this itiifierial viorliJ 
is rinl rnnnohthic or h[kfno^enon^i. llie victories id 
anti-eolonialisl and sucjalist revnliitioris thmiii^hnin 
the Tliird World in ihe decades sinie orld War 
Two have Ije^m impn-ssivr achtevemi-nth for human' 
ily. Tlie iMH^ples uf the Hnnl W orld have nnl Immi-o 
simple vietinis; they Viave made thi^msidves subjects 
of their own hisnifirs. h is fn^irity the slrcnth of 
these movements which has [iroductsl the vn imis 


counier-attai^k of m'cnt years. Similarly^ within ihe 
hirst WorkL soliiiarily tmuements wnh Third 
World similes tiave fmi^bt to resinnii ihi' imfieTial 
adventurers. 

Tfie rniitrihufofs eolleeted in this issue esainine 
some nl th<‘ ways film relates to ihis volatile irrifie- 
rial world. Popular fic tifm. documentary and eipn- 
imeiital wnrk from Holly wan d, Franre* Hrilain and 
various Third W urlil nations are analyst'll. Tlie cnl- 
ie> find clalKirate reflertions of a dividn! world and 
inioura^in^ op[iositi<PTial dt^velo|imerits. (iinmoloi^i- 
i-allv, readers will iraversi\ collurally, huiidnsls of 
veafs oi c'olonial brutal ilv\ ihe iriteruni|ierial 
slaughter ol W^irld War Twif^ the cotilinuatioii of 
i')(ploitatiot> under ner^-cnhinial aclniinislralion, ihe 
i‘om|i1e:ii; jiermulat iritis of third worlds wilfiin llie 
melmpohlan iiatinns^ t^ven on to fuluri' iniaginni 
worlils. 

Scott Forsyth 

Several |iersunal nr>tes shoiild addi^l alMiut 
In the last vear* Ijni S|kring» Mau- 
reen Juilgi^ and Anthony Irwaii liave lidt the niitur- 
iai lolli^^hvc |o cfuiceiitrate on filmmaking and! 
tPiiE liing- I'liev havi' all made im|M»rtant cmitribu- 
tions In die magazine and we wish tficrii widl in 
llseir fulure work. Slnart Koss has In-t-n res|H]Hsilile 
lor mnsi of llie tvp^si^Ming, layout atul ilesign of ihe 
maga;^nii=- for tlii> lasi five vears; hr ha'^ rei (-ruly left 
for an esteiiihsl journey tlinnigh li^ilin Amerii aaod 
WE' would like lo lliaok him lor all Ihs fini' work- 
hmalh . Johri Anderson has taki^n on tln^ jolt of 
Husiness MariLigcr to slreamlini^ at:id ro-ikrdinat^‘ our 
ofkc*ralioi]s. 
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Immigrants, Aliens, 


and 

Extraterrestrials: 


Science Fiction’s Alien 

“Other” as 
(Among Other Things) 

New 

Hispanic Imagery 


by Charles Ramfrez Berg 

4 nuTVic we've al] 4kccn; A rrvHterinus craft f^liding 
through outi^r «pacc carrying a menacing pa^^cngcr 
towards Farlh. I am tlmnking of the lery beginning of 
Fn^itiitor John McTierrwn*. one ai ibe hii niijvicv of 
the summer of Eh^iogh the sceriE niighl bei>ne Erom any 
number of Seictjce F nztion (SF ) films, cilher from I he l95Ch: 
SF’ movie Golden Age or from the current SI renaissance. In 
the ease of Prei/fiior^ this une it plained Alien' invasitm wts 
into inotnm yet another deadly confrontation bclween an 
cHlraleiTcstrial and a hymuh hero chilled iipt>n to save ihe 
world Along wuh i\979, F^idle^ Seotl>. AUtm lim. 
Janies i'ameronh and several olher reecnt 111ms, Prvthior is ^ 
gtHxl example id the Iradilional depietion of the Alien 
"Olher" in American Scienee Ficn<Tn films — as a [>cMr«c- 
tiie Mtmsier w hose Mdc pnrpNM^, it seems, is the eradication 
of huTTian civilisation. .Additii;inat Examples id this type 
include rErmlies of iwo *5t>s SF classics, imtititn fnm Xfun 
lohe Jliwper) and /ffruirfRii of the Snatchers 

i I97i<, t'hil KaufmanI, as well as such films as fj/e Force 
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(39H5* Tobc HtKvpcr}^ Critttm f iVMfi, Stephen Herek). ^fghi 
of thr Cpmrf ( Thom i-herhardt), Reptt .if an ( AJe\ 
Co % ). STrrn^f invtiiUr.'i {I ^3^ M ithac I [ au gh l( n K Thv TiYms- 
naior (I9K4, Jamts Canwri>nK Thv Thmg (l^K2, Juhn Vm- 
pcrlerj^* some epis4xles of J'h j%Af — Tfte Miivif 
and CKlends lo spoofs like { E9X4. fsan Keitimn) 

and Liuif Shfjp of Horrors j Frank O/). 

Sut i new^ incfeaj^injjtly p^ipnlai flihcr in SF films has 
bcfiun lo rival the traditiunal DestrueiiVF Moa^tcr for pri- 
macy as outer space Qlher the Sympathetic Aiien. litis wise, 
underitanding extraterrestrial was an oddity back m the 
I95CK when d appeared in the memorable form of Michael 
Ren libels dignified Klaaiu in Thr Oa} the forfk Stood Sftll 
I I95L Robert Wts^k Mow ihc SympathcEii;; Alien is S4i eom- 
m<^n a figure ihaE in the last ten years roughly one-half of (he 
SF Alien films have one llguring in I heir narratises. This 
ifiversitHi of the cliched flesEructice ^fnnsEcr formula was 
firmlv estabJished by charaders m the most succeviful isf 
films of all time; the Aliens in Steven Spielberg's CVVjir 
f^ncounfers of /ftc Thrrd Ktnd (3977^ and AT' Thr fixiro- 
TrrrcstrfQi { |9>i2(, and the knstwing Ytxla and ihe kindly 
Wi>cpkbe C’hewtMCCa and i he various friendly Alien cohorts in 
the Sfor series. Several of I he films Spie] berg and I ■ ucas 
have since pri>duccd, including Harr} and ikr Hmtitkim 
(I9S7, William Dear), ffatierifs .\'ot Im httirJi 1*^7, Mathew 
RtibbinsK Grrmitm I I9K4, J^^ie Dante 1 and Ho^^ ard rAe Duck 
U9W*, Wilbrd I iijyck), have played varialions on ihe Sympa- 
thelic Alien formula. In addihon. sympaThetic Others are 
major protagonists in flrtcmy Mine ( 19Ki, Wolfgang 
Peter^nJ, Cocnflfl (39X5, Ron FlowardJ. heman (39X4, Fred 
SthcpcsiK The I^ist Starchier (19X4+ Nick Castle), Short 
Circuit ( I9K*, John Hadham), Spia^h (Ron fUmardh Star^ 
man j I9K4, John Carpenter), m the Superman mitvks. and let 
us not forget Star Trek\ dishngurshed M r. Sptwk. 

In this paper I wanl to kiok at the c\l rater resi rial Alien as 
it has hicen depicled in SI films since the resurgence of the ST 
genre in 1977 (the year berth Star If Wrr and Chsc Kneounien 
of ihe Ikint A tnd were released ). I am look mg for answers to 
several questions, a nk>ng them What does Ihe Alien in these 
recent SF films signify’ What docs Ihe iniroduction id the 
Sympathelic Alien mean? And in whal way is the SI Alien 
connected to Ifispamc imagery in America cinema^ I will 
propose tlval these films fulfils an mipi^rtani mythic-culinral 
function by providing a cine malic arena for the uncimscious 
reflection on the immigrant "'nueslior^." 

SF Movl«s and SF Monatars 

S everal critics have commented on the significance i^f the 
tiuler space Alien m St* films. 1 he Alien invader in I95(K 
films has been seen as a personification of I he Bomb, 
thal iSh a representation of colleclive nuclear fear and ansiely 
aboUl I he Uses of aiL>mic energy. Some ha^e said lhal Ihe 
Alien Crealure is symhidicof repressed urges which ilircalen 
divnveslic Iranquilily.^ Olhers speculate I hat ihe l9Hh A hen 
Olhcr is related lo the Red Menace, "ihose massed hordes of 
Communists foistetl on the AmerKan people by such 
vefiomoiis Red-ha iters as JiKseph McCarthy. Richard Nixiin. 
and Billy Crraham.'^^ Si ill olhers have discounted this notii>n 
in favour of a br^iadcr, ■ Kppfisitional. posMbility: that in terms 
of American culture, the St Alien simply shwid for "every- 
thing the centre was noi,"' basically "any Thing un-American, 
unfamiliar, alien.'"^ W'hat all of these spcculalions have in 
comfium IS the recognition L>f a narrative pattern ihat idenli- 
fies foreign intruders as Eh reals to nalional itrder and Siscio- 
ides^kigical coherence 


Since Ihe I95(K Sk Cii^kleri Age, however, ii seems stime- 
thingelsc IS atooi. C'ommcntators on reitiiissance (pivibt- 1977) 
SF- have luitcd a shdt biith in the form and conicnt of I he 
movies and in ihe significalion of I he Other. F''ollowing F'rcd- 
ric .la meson, A'lsiiin Sobebisek, m Screening Sp&ee, pi»sits 
that “Yurw desen plums i.>f contempsirary cupeficnce have 
begun |o emerge and dominate older imev'^ in the Lasl decade. 
Anumgthem is the praclice of the nguration of “the cultural 
logic of laic capilalism" in "ihe tran'-formevS poetics of the 
contcmpfirary American si film."^ Peter I ittmg lakes a dif- 
ferenl lack, and sees recent si a.v visions of a ptvsl- 
apocalyptic future.* 

kivbin WcHxl, combining Marx .ind F reud, ar>d building 
on Gad Florow-it/’s work, has (bund a way, I think, Eii link all 
thew apprtKiches together by framing his discussion of the 
hom>r films' nu^^nstet D-ther m lerms of oppression and 
repression. Recognizing that ‘'OthcrncSiS can be iheorired m 
many ways and on many Icveh," WVkuJ views the Other as 
functi<mlng "not simply as something external lo the culture 
or to The seJf, but also as w hat is repressed (hui never des- 
troyed I in the sell and projected oulwarils in order to be 
hated and disowned.'* On a s^sciely-wide tevef the Other 
exisls as a pro^etk^n of w hat ihe culture reprcs.scs. Thai is, 
the culture projects onlo I he f>lher "whal is repressed wsihin 
the 'self, m order that it can be discrediied. disi>wned. and if 
possible annihilated."^ 

The Other may stand for dilYerenl things. lists Si.sme 

figurative versions of the Other as it operates wiihin cnif 
cullure. Among The gri^ups and ideas that arc viewed by our 
cnjliure as Other are olher people, women, ihc proletariat, 
children, deviations from ideologica3 or seiual rk>rms, and, 
more pertinent to this study, other cultures and cthnk; groups 
within the culture. Citing examples from bt^rror films, WikkI 
pnveeds lo illustrate ihe “monsiriius" emhi:idiments of the 
Items on his hsi/ What I wanl to do here, I hen, is to apply 
WiHitl's "other cultures"' category to the SI Alien ot Ihc las^t 
decade. I will focus an other eulture^as they arc pcrceis'cd lo 
impinge upon nalional idenlity via immigration. I con lend 
lhal ibcNc new ext rale rresi rial fijms are a culturally unconv 
ci-oUs nveans ot working oui the whole question ol immigra- 
lion as II has emerged m the last several decades. Wo«h 1 says 
Ihut It is possible to say 'That the Iruc subjcci of the horror 
genre IS iFk si niggle for recognition of all ihal tmr tivilizaiion 
repreti^ies and o/ipres^sc^,"* My prtijccl is lifsi lo proptKse a 
correspi(,indence be i ween immigrants and the St Alien Oth- 
ers. and secondly lo analyze it with the hope of unveiling 
what we as a ikHiiety repress and iipprevs in regard to 
immigratM;>n. 

If these films ,irc indeetl working out the immigrant ques- 
tion, ihen the Aliens are symbols for immigrants. Since flisF 
pjEiics make up the majority ol all alien gn>ups in the US 
I naturalized, diH:umcnEed and undiKumentedlH. it follow^ 
that St ience Mclion Aliens present a radically new image of 
ihe Mispanic in lloltywiHHl cmema. Because tkie Alien in SF 
movies stands for new imnugranls in general, it is a poly- 
scinic image of Ihc un-American Other, a signifier with a 
number of signified^. Among them are a number of elhnk, 
national, and racial groups What I Wiini tu do is investigate 
one signitler-signified pair, ihe Ahcri as Hispajiic immigrant, 
in order track iFk consequences ivf nusving the cinema lie 
representation id Latins I rum stcrcoty(jes (in which group 
members are pi>rtm\cd as one-dimcnsionai characiers) to 
distortion t where they are depicled as non-human Aliens). I 
want lo amplify on this, but first Fet me turn to a discussion 
of our rcceni 'Tmmigranl prubkrn^* lo see how the latest 
EnfluvL of aliens is aflecling our Krrse of l^a!kmai idenlity and 
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htiw II ih^ii I ciPitl^nJ thjt ull immigrjnt alicnfi arc rcprrf- 
tfnltftl by Alitn mlruder^ m lloUywtHid Scicni^c F-iclit^n 

The New Immigrente 
end the Extra Terrestrial 

T he 544,(KX> iiiiinigrants who arc allowed Icsal entry lothc 
US each year is aclually fewer ihan ihc ycariv number al 
k^EitJ immigrants who cnicfcd during Ihc firsi two 
UeCadi^ of chiii century, the yean» of heaviesl immijtralion 
iratTic in our history {S. 5 million entered legally daring 1^)- 
I'^IO aloncU® But to ihis number ihcre rtccds be attded 
undocumented aliens residing here ^s well as ihc intk>w of 
undtKumenccd immigrants, t he nuEnber of undix'umcnEcd 
allcmi living in the t!S at any one time is hard to pinp^vint;, [he 
tfS Census Bureau estimated in I97h lhal Ehe figure was any- 
where bcEween ^.5 to i> million/* The number iif aliens whii 
allcmpi illegal entry every year is similiirly diltlcult to ealcu- 
late. The siaiisUcs sliow ihat for the Iasi several years an 
average of nii>re than one million aliens per year enter the US 
without pri>per dtxumentation^ nearly 5.^ millii>n were 
apprehended by I he INS from N}<IV|9Kji/^ Bui ihese figures 
arc confoundeti by ihree taelors. first, ihtHc who are eaughi 
represent a IraLtion ot those al tempting to cross i in 4.>ne 
Bc^rdcr Kalrol olTkial in FJ Pas^> told me he estimated ime in 
len aliens altempEing enlry was aprehendedf Secon<b yearly 
alien apprehension numbers are inflated since many aliens 
al tempt border crossings more lhan once a year. I bird, an 
unknown percentage of illegal immigrants enler the t'S for 
short stays, then return home. Nevertheless, it is clear that ihe 
total number of immigrants coming to ihe l in recenl years 
IS a formidable figure. 

I want lo sug^si that ami>rtg ifther Hungs — because as 
WrHid says a culture's Other is not one thing, but several 
Of^r ihings — the St- Alien is a figure for the tide <if alien 
immigrants who have been entering the country in increasing 
numl^rs for the past several decades, Among the historical 
evenis which helped to creale this latesi crop of im migrants I 
would isc^liue three moments, fhey are; 

I) ridel Casirij’s rise to pmer in Cuhii in iy5y, which 
rcsuLied immediately in three-L|uartcrs of □ milling immi- 
grants coming lo the US. Other C'ubans would continue 
immigrating lo ihe present d.iy; by ibe end of Hie l9f(Js ihere 
were more lhan one million C’ubiin Americans living in the 
VS. 

2)1 he cessaiionot ihe/irui'croprograntme in [^t^4 Begun 
during World War II lo suppicmeni the US labtHir fiircc. Ibe 
hra^rro programme had alk^wed Metican nalioiials “ 
hundreds of thousands of them by the I^MIs, some say mil- 
lions by the mid-l^ts — io work legally in the US ^hulling 
down ihe programme cJiJsetl what was at icasi a safely valve 
for Mexicans Irying to get wxuk in the VS, m efteci forcing 
them underground. 

J) The Immigration and N'ationatity .Act of I9b5, put into 
effect m which aburidoncd the ciuitta system and had 
the cITeci of shifting the immigranls^ place of national H,>rigin 
from Old World to Third.' * 

My contention is that sme'e the last great flowering of Hol- 
ly wmhf Sr- in Ihc I954JS, the movie .Alien now symU>ti/cs 
real-life aliens — diKumentcd and urKkKumenrt^ immi- 
grams who have cnteretl. and connnue to atteinpl lo enter. 
The United Stares. 

Hispantes constitute the largest immigram group. OJ ih-n^c 
nalurali/cd in NK5, lor example, 46 fxrr cenl were Ihspamcs. 
In the same year, the percentage of Hispianics among 


deported aliens was per ccnl-'^ As L have said, ihe SF Alien 
is a signifter with a number of signilleds. Among them arc 
iKw immigranls in general and — since they are ihc largest 
group — alien Hr.spanics in particular 
Of course it coukl be argued that the new S¥ Alien also 
Stands for Asians, too, or any other of ihc workl's peoples 
that make up the new immigranl. But I will limit my discus- 
sion to the group most heavily represented among the new 
immigrants, and tvimpare IUspanic^s!sF represetilatiofis — as 
Alien Others — with I heir usual, stereolypkai dcpiaions. 
Kecogni/ing that another similar essay could compare, for 
instance. Asian stcrcoiypes and Alien monsters, I nevenhe- 
less purpetsely restrici my focus lo >lispanics for purposes of 
convenience and managcabiliiy. In ihe discussion of cme- 
nialic stcrcoiypes, therefore, I will deaf only wiih Holly- 
wood's depiciion of the Hispanic Beyond mere conveniefice, 
companr^g the traditional J lispamc slereolype — which has a 
long history in American cinema — wiih the new Alien pn>- 
vides me wiih a powerful critical dialectic that alkiws me to 
chart an interesting pattern of displacement and diatorlion, 
and gives me a way to rpwilve a troubling problem pinrfd by 
the arrival of the renaissance SF alien ^ why have steretv 
typed cinematic reprcsenlalions of the Hispanic only reiDcntly 
become so grossly debased’^ 

New Hlepenic Images 
In American Cinema 

T hus far wc have noted a double represen la lion Change- 
One is the split in the symbology of the Alien in SK films, 
where ihe ouier space crcalure can now be either a tradi- 
tional [>esiructive Monster of a newer Sympathetic Alien. A 
secvmd is the distorlion of Hispanic (and olher ethnic group) 
imagery. The emergence of the Alien as an Hispanic image is 
Significant. As we know, since the days of silent cirKma not 
just fhspanics bui all ethnics have been dealt with in Ameri- 
can movies mainly by stereotyping. Now an interesting disto- 
rtion has occurred: Hispanic's and other ethnics have become 
Creatures from Antither Planets Aliens that must be elimi- 
nated — either lovingly, or by reluming ihem to their nalive 
environ menis (fT, Encou^ttt^ u/ rAe Thtni kimf^ //nt'-f/' 
umi f/k fa-man, SpMsh |I^H4h Ron Howard|, 

Cocfum II9H6, Ron Howard]) or vbknlly, by destroying 
them ir4ftrn/i^ Pfnfatnr, The Ti'^rmrnai^fi^ TiieAumra Kneoan- 
;rr, Criners \ I9g6, Stephen Hcrek]). 

Where docs such distortion come from and what docs ii 
signify? .As I develop my argunvent I want lo offer !UL)cio|t:^i- 
cal, hisUifkab psychological and ullimately idctilogical 
answers- As a slarting proptwition, let me begin by ^ying 
that part of the answer b the perceived heightening of politi- 
cal and economic slakes placed upon the syTilem by the new 
immigrant. The nse in ihe number tif immigrants coming lo 
the VS over the last two decades ci>incides with ihc gradual 
natkmal realization of finiieness over the same periixi of 
lime From ihc nalivc-bcw Americanos ptiini of view, ihese 
new aliens are competition for a limiled number of iobs and a 
dwindling reserve of social services. Siereotyped HisFKink 
images were common cinemalic currency over a long period 
of our nation's history when ihe dominant Anglo majority 
nat fanJiimeniaify ihaatrned by Hispanics, immigrants, 
or any other racial orethmc mirvority gr<njp. Now the ihreat 
IS palpable. The rrew Alien |xirlrayal of the Hcspanic immi- 
grant is Ihe symbtilic correlalivc of a magirily perception of 
the immigrant .shilling from neglect to resen iment. Such 
swings in the cognizance and treatment of immigrants by 
dominant gri>ups in ihis ccHintry go hack at leasl lo the I HOOs: 


Fall 89 Cin«Actianr S 


I>urinj( tamrt oE ttanErnI rFKTi I JIHI prLi%pcrisip innilj|SriilH^ 
lUH lxl>rt^4»^m> wrt? u^u^lEy Icll Ut EfUiJ far th^m- 
scKn, but m tJine^ tri emsK hirMl £>f ^lJv<-^^kty 

lhc> h^ic >K-cn ^KTinM/nl Stirtwdtiws lhc> haiT hc^n 
labvlnl a?! the ^'ay^ iiE Eh? naliai^nal JilTiL'yttm; al Eillvf 
iimeMhc> have Miikxl in fivr tine j\ a nmre xx-ially 

aitttnjH? iiyllel Inr I he neJeise hij?h lensiEin^.'' 

Anya l\'icn*tiq Hoyec drIinciUcx dtdefcnt ij( 
dynamics between gr<njps, basetl am pamcr rebtionships, and 
the changinj! nalureot Ihestereiiiypinir thal results She nnles 
ihe shifis in ihe seventy nl Ehe language Used hy griiupsas ihc 
pc>wcr iiva liable to I hem is nit^re avmpeEilivcIy camEesEetl. '* In 
the case ol stranJlcti sixial relatkms heEwcen a dtiminanE 
group hokJing pfactiiiilly uneonEesled [xmer over a subordi^ 
nale gn^Lip, live less p^merlul groyp is oflen [sped along a 
spectrum ol pcyssibiJilies from termless and chiidlike lo dan- 
gerous. In ihc case of Hispanic film linages, ihesc cnrrespimd 
to (he recognised slercotypes running the gamut Efnm the 
male bijftVK>n (^^^rltho in Tkt' f’jtfo Kaf, Spl. Ciarcia in 
or the correspi^ndiog (etnale ek^wn (Carmen Miranda's l.ady 
in [he Tutli-hrutti liat) to a long line ol sJick L alin kners 
(from Rtidi^lph V'alcntimo in 7‘hr ftnir iif fki' 

hffU- [1^21. Rck Ingram] and ft/fw/ Aurti/ [ 19^1, Fred 
Nibio] lol yroiK PowerN characlers in /fftHki untt Santf jad 3 . 
Zorro remake [1941; \fiirk fif Zfirro. I94CL bt>th di reeled 
by Rouben Mamouliaii|t. and includes alluring but ireacher- 
ous hall 'breed harlols fl.mda Oarnetl's Chihuahua In .tfv 
Darfinn: Ciernt-mme 1 194#>, John F ordf as wxtl as ihc sneaky 
(iifiindrr^idrom the siienE "greaser" lllms to almt>st any W^t- 
ern tvl ihc sound era) 

In the oppi>s]EiEmaS case of iwo groups eonapeEutg lor 
power and resiiurces, htjwtver, siereoiypmg is dilTerenE. I hc 
dominant group that once had autonomous use of 
ciintcsEcd ptjwer is naturally thrcatciicik ami i!s resp),>nse 
iend^ (E) be hoslite. Royce'ss exaniple ls ihe Ietss tif power 
expeneneed by white Soul hern males alter the LiviE War, ihc 
rise of the Ku k lus Kbn, and ihc increase in the number of 
lynch ings of Blacks during ihat period. Thai violence mir- 
rofed dominant group confusion (ncr ''the hreakdimn oE a 
World where everyone shared kntiw ledge of ihe salegoncs, 
slereolypcs. and stJtial rules a w'E>rld where each indaviijnai 
knew his or her place anil did nol challenge ils appropriiiic^ 
nevs."'’' Certainly i>nc laclot ihat is perceived lo threalen tJvc 
Anglo-dominanE .America ti society's Etrdcred wt^rld ^lew 
loday is the increasing inllux ol Limtiigrants. An upselling 
aspcei of the immigr.int tk>w to the empowered maioruy is 
ihc severe strain u puts on ihe American melung-poi ideaJ. 
Consequently . beyimd eIs rears iL>p«iuer, rcstiurces, and social 
order, there are alsii perceived ihrculs to national well-being 
and psycho-social “order" Ies terms o( ihc disnipli*.in E>f a 
nai ion's sense of idcE logical equilibrium ami self-iilentiEV 

T his anti-lL>reign. priK-natnie scnumeni has deep hisEon^ai 
rotits. "The spirit of American natjvism," writes Jiihn 
IHighani, "appeared kvng before Ehe word was ci>Lned aboUE 
INd and had ils deepest impaet long alter the word had 
largely dropped om tif commtm parlance." One laser Form of 
American xenophobia. *'facuil naiivism," Jinkc<.l the Anglo- 
Saxon *‘race" wuh ruiiiLinal great ness. .Ami (of mosE of the 
I9lh eensury the notii>n of Ehe Angkv-Jkiixoti as cssensial 
naEional nJea proved lo be compatible w-Uh the lEiunding 
ideals of human MS h dcmixTacy, and equal nghls, fo!»Eering a 
funeral belief in the ellkacy immigrant aivsimilalion. In 
fact, during the Iasi three tfccadcs cd Ehat ocniury, AmcricaN 
often' invoked missiiim was to serve as a shdicr ldr iFve 
frecdom-lovmg oppre^scd of the world. Fimma Lazarus's 


Sund-raising verse for the Slalue of Liberty was emblemalic 
L>l such leelulg. 

<ifcse me oiur Eifcd, siHir pwsr. 

\iru! huddlekl mavs^^ yearning lo hreallfc tree. 

T he wrcli-hed relus? liI ^iiar Eetming shEife. 

Send kh^. iht' hsmlele^s. Lempevi-urM Eome. 

I hn m> limp besitlc tlie puklen sSiOf!'^ 

Rut. as lligham noie>, there is condcs 4 ensii>n anJ Loniradic- 
tiijn m the mviiatiiin, In i!s self-congratulatory way, the 
pEH?nj expresses ihe bclieE thai ihe imnugranls yearn for a 
deliverance irEimi EippressiEin which onh America c^in grant 
them, yet I hey are deemed "wrelchcd reluse." Ihc immigrant 
was perceis'cd, I hen as now„ as txhth boinn and burden -“and 
at times even a mcruice. 

Amhivalcnl atliludcs towards new immigrants stretch 
back at least a hundred years m American history, repealing 
a complex and paintul tensiEiii. .A naiioit thai pritlcs itself orn 
basing been femndedand buiJt by immigrants, that cherishes 
the Ehversity <if its rixus (“h plunbus unum^'k and calls itself 
the melting pi>t t>f die world, i'l ihe same niLlum that ha.s a 
wel]-d 4 x:umenEed ica>rd of antagonisms t^iward new immi- 
grants, somet I ntes erupting 11110 episixles iif ouinght violence. 
This ambivalence conEtnues io be played i>ut today. Recenl 
etcnls provide numerous conllieled examples of die elash 
be E Ween ofllcial pride and existential ai-Eicefn lhal are 
cenlred, m i?nc way or another, around ihe immigrant ques' 
liiin. Fur example ihere was Ehe extendcxl congressiiinal 
debate over the immigraliyn relorm bkf [asEiiig roughly six 
years, and resuliing in the Simpsivn-Rodino-Ma/zith Immi- 
graliEin Rchirm Act of I^Kff.'^' There is the ciuilriwersy sur- 
roundiTig ihc Sancluary movcmenl. ihe undergrcHund asylum 
prograEiinie li^r Salsadoran refugees. Anolher example is ihe 
millions spt^nt ^e^u^bL^hlng the Statue of F.iheriy arHi the 
elaborate ev^mmemoralive celebration h>r Ehe Staiue harken- 
ing biick to ihe days of Emtma La/arus's ptiem and America's 
elhntjcentnc open-dtHvr p^dicy. In start ling contrast to this 
Were The I 9 k 7 prison riois by HiboiU-lo-be-xkp<>ned immi' 
grants, Ihe Marielitos, protesting their forced return toCub^i. 

fredne Jameson p«isi(s the notion of a umiary political 
urKonscious, and calls for a kind of criticism Ehal recogm/es 
Thai "there is noihing that is nol social and historical — 
indeed lhal everyihmg is "m the lasi analysis’^ p^dilical," a 
criticism that follows ihtEiugh and expk>res 'The multiple 
palhs that lead the unmasking ol cutiural arlifacis as 
socially symbohe acts."-’’ In the lealm 4 >t film. Thomas it. 
Schal/ hypothesises ihat genre nviwics operate "as socially 
symbolic acts'" m a way similar lo the l.sA i-Slraus model of 
myth, Eiamels "to prE^ ide a logical miNdeJ capable of ovci' 
coming a coniradiction."^' F'i>| lowing iii their foolstep>s is 
F*eter fitting who, in his discussiiiri itl receni SI , secs ihe 
genre uncon^c iously addressing siKial ''troubles"': 

I Ae dir fiiiirlpfeM cupUenl ol our dreams which can i»nly 
ivmfTgc in hea'^iK coded repn-veriEations, ihr^ llJinm.' 
iniagc'i lof ihe tUEuTc are displaced f^ignaK trom Ihe social 
unconscious ttmlorted so as to be unfewngni/aNe. tlie>>e 

indicatioii'i Hif piiiijof irin4h|o. Ill II HU f |Vtc^eni . I hene sign^ i-4 
as ffiictures and contra JkE ions wi^rk I heir way to Ihe 
surface miTfc eaMis in the^ cerise sled psipular films, 
while ihc cjUsErophcs ol which ihei speak are not tChbe 
lalkedaboul m piH|Hr«n.1flli 

Ms posit lioii here LS that one eiI iFve "major 1 roubles" being 
addressed bs the Alien S\ movies is .Amcnca’s century-long 
melting pxnt dilemma. I he immigrant queslion goes beyond 
an ihgroupcompeling wiih an outgroup for resoureei^. And it 
goes beyond iiigroup sea pcgixi I ing ol a poiilieally powerless 
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oul|!ri]irp(^nLi[hcr pif^sible cause of Mcreoly pin The new 
rmmi^irant "invasion" calls iniocjueMion the serv idenlity t>t 
Ihe naiion ilself, and ihe rejection of the Alien in SI is pro* 
^yled ma.'is-niedialeiJ naiivism. Viewed m Ihts ligihl, the Sf 
AJien film since 197* represents a fomm for the nalkinal 
n)nMdf ration ol the "immijerant problem," though il is tar 
from^ an open one since il eonstantJy comes lo the same 
CtTnclusion: the sialus 4 U 0 can only he maintaiTicd hv enclu- 
sion, Wrmng aboui the 19.S(>s SI Alien, Judilh ircss'WnBhl 
MVS ihal those hlms built on fears trf the intrusive and the 
overpouenng and thereby promoted isolationism.^’ (• mend- 
ing ihai analysis 10 the SF’ films of today, ihal iMdalionisr 
programme lakes specific historical shape in Ihe advocacy of 
a clt^HkKir iniinigration potim . which the l 9 Kh Jmimgra- 
iion Law sswighi to ensure. Today's SFliJm provides anarena 
Tor the negotiation of the pluralist/nativisi tension; in onler 
for Ihis toomir. the immigrant takes the symbolic shape of 
Inc Alien. 

This helps clarify ihe new figure of the Sympathetic Alien. 

American position, that historically and 
officially hiiriKiurs its im migrant rtHUs whiJe simultaneooslv 
shunning new immigranls. prrwluces a considerable measure 
ol psychic guili. This assimilation/nalivist lension is partially 
^suaged h> the crealion of the prescienl. kmdlv-hul- 
knowing Sympalhelic SF Alien. Such character allow the 
doinmanl grtmp to appreciale the positive qualiiies of the 
intruders while at Ihe same time to rccogni/e thett minnsic 
fand Jtrcconcilahle)diHerencefrom us land US). Whal wcare 
made to realize through ibe appr«iatiort/(icpi>nation narra- 
tives ol Sympalhelic Alien SI is that for all ihe space crea- 


tiires virlues ihcy ate still Aliens — a diflerence that niH only 
makes u iliHerence, but all the dillerencY in the world. In 
narralive tettns, ihis necessitates Ihe Sympttthetic Alien leav- 
ing l-arlh and returning home. The Sympiithclic Aliens in 
( tosr f:mtmnien. nnotm, 7 Ac Lnu Siar/ighirr. and 
Sp/a^h all return home, while the gmxl Aliens in (irtmiiitt, 
Hurry and the and hi'mtm arc returnevl 10 tlieir 

natural habilai hy human agents 

^he Sympalhelic Alien allows us lo have it both ways: we 
can appreciate ihc aliens, and even team fmni them. But in 
the end we must rclurn 10 normality by sending them home 
-- for ihcir own good. lEarry. LI and ihe Neanderthal man 
in hfmaH are all retarneJ to where thev came from because 
they could nol survive in the United States; lor one reason or 
another their new Lanh environment was life-threalenmg. In 
so doing the human heroes do ihe Aliens a favour — they are 
actually saving Ihe extraterrest rials' lives. In terms of Ihe 
immigrant qucslion. ihis narralive revdution neally blends 
Iwiih nalivisi sentiment and common Numaniiv to rationalize 
deporlatiim as more beneficial lo aliens than to us, [leporta- 
lion exists for ihc giKwl of aliens, these films say; like Kl, 
aliens simply cannot exest |nor should Ihey trv| in our rare-' 
tied almosphere. ti would he best lor all concerned — espe- 
cially Them — if they left. 

Whal will happen lo alien.s should Ibev reluse lo leave is 
il lustra led metaphoncjlly — and graphically — by the iJes- 
iruciive Monster Sf films. Pushed in ihc uliimatc limii by the 
Alien invasion, ihe human prolagr mists of these films di> 
bank with ihe monster from oulcr space until n is eradicaicd. 
A lens in Destructive Monster nKivies Irom Aiten to Pn'datur 
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la Htifmtr are sucked into outer spa^z, blasled to 

smithereens, or die a mereiles^, pcnelKally engineered death. 
The mesugc seems la be as clear and succinct as il is brulah 
A/alicns, go hcjmc Of die. Just as intriguing as ihe nairalive 
formula lhal repeatedly eiiminales the Alien in ihese films^ 
however^ is the prticess that accounts for the irdfisformaiion 
of the Hispanic image in American films from ihe various 
human slercolypcs into a Creature fftw Quter Space. 

The Allen as Dream Work 

H ow do you go from a dream {in which the Hispanic is 
represented as a stereotype) to a nighEinarc (where His- 
panic alien = Alien creature)' “The mnditiom under 
which a dream hecomes a nightmare/' Rohin WihkI sayit^ 
"are (a) that the repfessed wj^h is, from ihc point of view of 
consciousness, so tern hie that it must he repudiated as loalh- 
some, and {h) that it is so strong and powerful as Eo consti' 
tute a serious threat. Having esiablished ihe real-life citler- 
nal pressure immigranis place on naiionai sovereignly and 
resources, as well as the mlernal psychological tension pro- 
duced by the presence of ihe aliens {together with another 
ihrcalcningfact 1 haven't yet mentioned, Hispa Pics will s^ion 
become ihe nalional maiorilyl, the nexi step is to accuuni for 
how the nighimare takes shape. 

The psychtiana lytic imdersiandingof the Hispanic imaged 
radical transformation from a human slereolype like the 
greaser bandit to a murderous Alien monster, and the basis 
for Wood's dream-to-nightmare progression above is pro- 
vided by Treud in his discussion of the dream- work . A dream 
is Wish fulfil Imcni; j&iime Jream.s are undisguised wesh- 
fulfil Iment.s, other less recognizable. “In cases where the 
wish fulfilmenl is unrecognizable, where it has been dis- 
guised." Freud said, "there musi have existed some inclina- 
tiofi to put up a defense against the wish; and owing to this 
defense the wish wav unable to express itself excepi in a 
dislofted shape. This drram-disli>rtJon Freud describes as 
a result of the battle between two "psychical forces" or 
"agencies'" within the dreamer. "One of these forces/' Freud 
writes, "constructs the wish which is expressed by I he dream, 
while the other exercises a censorship upon Eh Is dream-wish 
and. by the use of ihat cens4»rship, forcibly brings about a 
dislortion in the expression of Ihe wish/' The firsl force pres- 
ents ihe wish lo the second force which determines if that 
wish needs to be distorted before reaching consciousness. 
'“Nolhing," says Freud, "tan reach ctin.scitHJsncss fr^im ihe 
first vysiem without pa.'^ing the second agency: and the 
second agency allows nothing to pass without exercising its 
lighl and making such modifications as it thinks fit in the 
thoughi which is seeking admission to consciousness."'^* 

This psychoanalytic schema can be applied lo the case of 
Hispanic imagery in HollywLKHJ cinema and SF films to pro- 
vide an explariabon for the dual, prc^rcvively distorted 
reprcsentaiion (stereoiypcd human to Alien crcalurc)of His- 
pames. Stereotyped versionv of the Kispank correspond to 
(rela lively) undisguised dreams, serving to fulfill the wish of 
the dtmtinani society to exercise conirol of Hispanics by be- 
littling, ridkuling, and exaggerating them into the margin. 
Since in iradilional llollywotKi films ihe stercolypied repres- 
enlatiofi of Ehe Hispanic at least retains human form, as 
compared with the Alien exiraierrcslrial. the cinemaiie His- 
panif slereotypc achieves iL% marginalizing ends through iifily 
a iniHliCMm of distortion. ITie Alien Dihers, on the other 
hand, are luEly di.sguised symbols for immigrants and His- 
panics. Here the immigrant Other has gone through society's 


iwo-stage dream- work process uf wish lufiilmenl and 
dislortion. 

Freud links dream^fi.siortion to the need of ihe dreamer to 
prevent anxiety or other distressing feel ings>^ and WikwJ says 
that the dream becomes nightmare when w hat is wished (or is 
loathsome, powerluL and a serious Eh real. I speculate thal 
the rtKU cause of the cinematic disioflion ol ihe Hispanic 
goes lar beytmd corKems aliouE lo^s ot Jobs or the drain on 
scicial services which the Immigration Reform Acl siiughi to 
redress — though those malerial concerns arc intpsulant. 
Something more fundamenlal is perceivicd to he at slake: 
national idenlitypthe ideal of a umfied. national ''self." What 
Higham said ahe^ut nativi.vm in the early years of the 20th 
century is applicable loday: 

Nativivm cut deeper I han economii: fcak^usy ur sotrial div- 
apprt^’^ al II kHJChed I he springs ol l eal and hatred; il 
brealhed a vense of cnnii. ASjVt all, il eXpres-wd a mil- 
liary defensive naonnalisni; an art^uied cunvKtitYi lhal an 
intrusive element rttenacnl Ehe unily, and iherefE^re Ihe 
Ifltegnly and survival, of Ihc naUon ilselt " 

We disti^rt for fear of losing our national seif 

Negative and Poeittve Steraotypaa 

I n linking the stereotype with the distort ion for analytical 
purposes, it will be profitable lo U>ok al the psychological 
mechanism of stefeoiyping. Sander L. Gilman uses dev^d- 
upmental psychology to account for stereotyping, and his 
breakdown can be used as a model to delineate ihc tradi- 
iLonal Hispanic slercolypcs in Hollywwid dnema," His 
approach wilt also give us a wav lo inierprel ihc diMorted 
Hispanic Alien. Steretnyping, which everyone creates, has its 
origin in subjects ai some time in early infanthixid (from the 
age of several wrecks to six months) and is linked to ihe child's 
growing awareness of the difference hetween self and world- 
When. to ihc child, self- world, coniral b ahsoluie- As the 
child realizes thal the world is much more ihan the self, 
anxiety arises due to the concomitant Loss of control. As a 
coping slralegy the child divides the self, and ihe world, into 
gtxxi (able to be controlled and anxiety-free) and bad < unable 
to be con I rolled and anxiety-full) halves. Nexi, ihe child dis- 
tances the good self from Ehe bad. cteaimg an "us = gtxid'V 
"them bad" dichotomy. I'his psychic process is dynamic 
and situatiorral, requiring the subject to redefine the boun- 
dary hetw een self and Other according lo stresses made upon 
the pisyche. The Other takes on a prolean qualiiy, allowing it 
to lake a myriad of forms as Ehe siiuaticm warrants. The 
us/them anxiety i.v projc^lcd onio ihe Oiher lo produce the 
steteotyi^. 

Crilman cxpLain.s the Other as b<nh pk>sitivc and negative. 
"Ibe Other is invested wilh all of the qualities of ihe 'bad' 
and the^good.' " Bolh positive and negative Mereotype^ exist. 
“The 'bad' Other hecomci the negative siereotype: the "gcjod' 
Other becomes the positive stereolype. The former is that 
which wt fear to become: the laller, ihal which we fear we 
cannot achieve.''’^ This allowi^ us to Ehink of the standard 
Hispanic stereotypes in an inieresting way — av negative or 
positive project kvrts of dtim inant group anxiety. We can 
arrange six convent nvnat Hispanic stereoiypes in iwo triad 
gtoupkx, based on gender. Each triad Ci>nsistii of a central 
piisitiv-e stereotype and two negative ones; a positive centre 
with two negative alternatives. For example, the Iwo nega live 
female slereolypcs (ihe half-breed harlul and ihe clowm) arc 
opposed lo Ihe positive one (ihc dark lady). And the 
“greaser" and male bulToon are opposed to the mys^ 

leriou^ and magnetic Latin lover. Il is irnpcmant lo 
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rcrnember lhal whclhcr ncgalivf or ihwf arc still 

stereotypes — rigidly iippNed, erude, ovcti^impliflod represen- 
tations of a group — and that e^cn ibe posiEive stcfetHypcs 
operate by marginalizilion. The dark lady and the Latin 
k>vcr, while perhaps more lolerable to ihc dominant group 
and maybe flattering lo Hispanic^, are si ill flai^ one- 
dimensioruL genera] i?ed lypes, nnlhing more. Dolores del 
Hic^ was alluring, but alixsf, dcliiehed, apart; Fermndo 
Lamas was rorrumtic, bul like al] Latin lovers pos&e^tHor of 
some special son of sexual magic lhal dirTcrcntialed him 
from the Anglo male, The ntsull: both of these charaelers 
were just as distanced froin she Anglo majority, by idealiza- 
tion ralhcr ihan denigration, as iheir ireac heroics or clownish 
counterparis. All of Ehis is of mierest lo us here because there 
are corresp-inding pi^itiw Hhe Sympalhelic Alien) and rwga- 
tive (I he Destructive Monster) exlralerrrstriaLs in I97CK and 
1980s Alien SF 

Superman and Gpock: 

“Naturalized" Allens 

S uch Alien analogues of the established Hispanic 
slcrei>types provide a framework to begin the anaJysis of 
ihtjse texts. For exampk, ii gives us a way lo accouni for 
such appurenl anomalies as Superman and Spock, the Sym- 
pathetic Aliens who are not ushered out of our universe. First 
we must recognize the berKficiat role of these two eharaders. 
Superman is a saviour figure who rids the planet of world- 
threatening dcvasiatiim. Mr. Spock, half-human, ha If- A lien, 
rs clearly a less dcific Other, though his coni ribut ion Ls still 
unique to the human crew of the Starship f^nterprise a com- 


bination of superior inleJkclual ability and Cahrulalcd 
judgment. 

These two likable and heroic figures function in much the 
same way as the Hispanic dark lady or Latin lover they are 
characters imbued wtlh special powers which set them apart 
from '*nc.>rmar' humans. And like the dark lady or the Latin 
lover they arc alkiwed a place in Anglo society w*hen they 
have demonstraled the diflercncc that they represent has a 
pcnenlialty positive payolL Tht iKilotes del Rio characters in 
F7ifJTjF rt to Rio ( Thorton Freeland I arnl In Caltenie 
i I9,^5p [ Joyd BaconI are so hotly pursued by the male Anghi 
prolagonisis hecausep though perhaps never expressed in so 
many wortts, they are like no olbcr wxTmen in the f Anglo | 
world. Ricardo Monlalban's C’huChu Ramirc? in My Mati 
anJ f 1 1952* William WellmanJ js allowed entry lo the Anglo 
world not when hr becomes a naturalized cilij^en, but only 
when he proves his value to the system (through hard work, 
product ivily, determination, and mostly hLs unque^vtioning 
palrk^lic loyalty la the United Sialpt). Similarly, Sympathetic 
Aliens arc allowed to slay if they can ofTer a unique senhee lo 
the dominant majority — especially if they can prniricct 
humans from destructive alien forces, tn Ruimr, for 

example, Rachel, a Repik-ant herself* saves Deckardfs life by 
killing another Replicani; Howard the Duck saves the world 
from the impending invasion of Alien ‘“dark overlords of the 
universe/^ and the andn^id Bishop sas^es Ripley's life in 
Aiiftt.t. Syinpalhctic Aliens^ conlribu lions are stj imiquety 
beneficial that not only arc they allowed lo stay, but art 
invited to slay w ith open arms. Once here, they will pass from 
acculturation to the desired land only acceptable I end: "nat- 
uraliz^alion.'^ Dolores del kbo‘s characters mentioned above 


Fall “B9 CifieActiCifii 9 


didn't hdvc br to go: she is jlrciKly an dpi^cr class Jehulantc 
in. fhmf* /Ifjhir u> Hm Lind pn^sscsscs alt the picjpcr higJi-sibMs 
Irappin^-i in /^i l aiu^nh'. I he narriilivc iogk nl ChnC’hu 
Rintiirc/'^ character ii that he bccorrKS a belter Aiticncan 
ihan a native-born ci[i?:cn, and thus rennnds ihc rest ol js 
*‘what being an Amcritan is all abc^Ut.“ l ikewise, we arc 
lick led when ihc half-human Spitck finally and convancingly 
displays his appreciation — and application — of human 
qua lilies m Siur Trvk H': Tht' ymaj^e /frwni-t Leonard 
SimoyL When he depends npH.>n a "huinari" trait we recog- 
nise he is almosi “horm:/' eilmosi one ol us. One of ihe hi^ih 
points of the Supt'rman lllms is Superman and L.ois L. a re's 
iavemaking, Viewers are made lo wonder whiil they have 
wondered since the days of Rudolph Valent inti — w-hao must 
super sen with a super lover he like? f Ince again, as it was for 
the dark lady- .Anglo male and she I aliri U^ver- Anglo female 
pairings, sc% is the great Icseler of social harriers — extranr^ 
dinary k>sers have an automatic ettinv to our w.K’icty. 

But alkcrwards, it is evpeeted that the A/alien adapt and 
finally hecome a native. Thus, by Superman ///, ihc Alien 
wh<T is "misre p<>wcilul than a kitrimolive'' TTuimes a 
divorced moiher and seiiles diwti lo earthling family life. 
The narrative trajectory of the Star Trek and Supetmarf series 
allows us, then, to see a crucial immigrant/ native trader >fF. 
America will drop its istdalionisl harrier lo get s^imcthing 
uniquely valuable, be it a beautiful dark lady, a Latin lover^ 
Mikhail Baryshnikov, or ^superman. The Alien, in exchange 
for this acceptance, itiu-st do what generations of aliens have 
been called on to do for centuries — assimilate. That is^ 
Superman, Mr. Sp^ick, Howard the [>uck and the other rat- 
urati/ed SI Aliens must t1nd a way to negivtiatc the exchange 
of original values, "such as personal loyalty lo fricrKi^ and 
origins, for social and elhital values Thai allow- idennficatum 
w ith the HJcieiy tif one's chiMce. Successful assimilatk>n . . . 
means a real, if unaL;kni>wledged, rejection and repudiation 
of I he family and fncfids with whom one grew up.'*" Thus 
for America, it becomes simply a mailer of shrewd business, 
acquiring what you don*l have in order lo niainiam power. 
Such gaps in America's nativisim are never threatening 
because the end-point of Ihis process is the place where 
aicsirnilation anil co^optatLL>n converge. Howard the Duck 
becomes a rock*nTul] star. ChuChu Ramirez becomes the 
ideal American: Superman fights fiir “Truth, Justice, arid the 
.American Way.*' 

What wc are made lo see here is the way the psychohpgjcal 
mechanism of slereolypmg vaults us into the realm of the 
ideological. bc>r cinematii: siereotyping, because of the way it 
structures thinking, is hegemony. It does its work by generaT 
ization and repetition, creating a simplified — bul c>.vmpre- 
hensiveand "natural" — world view. The Alien diMortion i-v 
merely one more turn of that siimc screw. 

The Termlnetor; 

(Pro)Creatlng the Correct Future 

O n one level. The Terminafar is a film abi>ut the radicali/a- 
lion of a woman Sarah C’onniir (Lin^la HamsliiHdgoes 
from being a carelree single woman at I he movie*s 
beginning to a polincally ccmim tiled single mother by nim*s 
end. And siM>n ihe one hand the film is to be applauded for 
Its progressive feminist narrative. But on the tithe r, from the 
viewpoint of how the Alien is portrayed, bow it funaK^rts m 
the narrativT, and ihe manner m which **We" finally defeat 
"Thcm,'^ there are enough disturbing elements to give i>ne 
pau.ve. 

The Trrmmiiiur is a tascina ting sanation on the time-travel 


theme. Its hack -lot he-present narratisT provides an excellent 
illusiraiion of the way SF can provide, as F-redric Jameson 
says* a new sbnt on hislory* aiiow>ing u_s a pcrspectiie from 
which we become *'coriscious ckI' our present as ihe post of 
some unenplaincd future rather ihan as the future of a henne 
nalioniil past.*'** Though in the film the insurance of ihe 
proper heroic land human) future requires ihc proper preser- 
vation and manipulation of ihe right set of genes. Thus, The 
Terminator planls ihe seeds of its eugenic message early. The 
batlle for the survival of the human race begins iw^w. The 
pmlogue. apf>earing on ihe screen at ihc film's opening with 
the bleak landscape of ihe Alien dominate^l lulu re in ihe 
background < the re arc an abundance of human skulls amidst 
the rubble, crushed bcncalh ihe heav'y treads of ihe Alien war 
machines), makes the racial stakes very cFear: 

t he machitie rose Biim the Sishtcs ol nuclear fire Lheir 
war tn exlerminate mankind had raged Un decade^, hul 
ibf final billtk would nnot be hwjghi in the fulunc. Il Would 
be fought here, idour present. T<»night . . 

Wc are in danger of being dominated — a ml exterminated — 
by Them. Our survix-al is precarious al besi. 1 1 is a batlle that 
k:annoi be put off any longer hut must be waged immediately. 

The Alien here, a futunslic hamh^ert^^ is a cybt>rg t Arhokl 
Schwarizenegger) from 44 yeam into the future — a iime 
when humans fight with their cyborg masiers kn survival. 
After years of fighting a revtilulionary war against their 
computcri/cd overk^rds. humans are finally winning. In a 
desperate rntwe, the cyborg rulers send an unslo-ppuble robot 
warrior, a T erminator, back in time to alter history. If the 
I'erminalor can find arvd murder Sarah, he wili prevent the 
hirth ol her son* who grows to be the rebel leader who spear* 
heads the overthrow of com pule ri/ed rule. ITits Alien is a 
fearful killer, described as “an mnilration unit, part man, 
pan machine." It represenls. we are told, a sigmlleanl 
advance over previous cyhiirgs in that supeiTKially il is 
human, |lu>ugh internally it is driven by a high icch brain and 
micro chip heart. Kyle ( Michael Beihn), the rebel who is seni 
back in time to warn Sarah, describes u well: “Ihiderneath 
it's a hyper-alloy, combat chassis, m^CfO“p^tH:ess^;^r controlled 
— fully armored, very lough. But outside ifs living human 
tissue: fksh. skin, luiir, bliMSd . . . They look human' sweal, 
bad breath, everything. Very hard lo spol," iThis last sent- 
ence might be sptikcn by a Border Patrol officer liwikuig for 
aliens ak>ng the VS. Mexico hirdcr, where distinguishing 
between resident Mexican- A mencarss can be ditticult in ihe 
extreme. \ Thus the ihreai of this film*s Alien 'face*' is doubly 
pernicious: they are powerful and the> kxik jusl like us. 

The Termimiier is, of course, an anli-technologv fable. 
Warning of the potential tcrroji* of the blind acceptance of 
new technologies, it is yet anoiher instance of the Ikmitiar 
progress-run-a m^>k SF iheme. Bui ihe film is at the same time 
a paean of isolatio-rusm and racial paranoia. Schwa rt/e^ 
negger\ cyborg is an ^'infiltration unit,''^ built lo invade — 
and destroy — human colonies. In one of Kyle's “(lash- 
backs*' (to hi^i past, our future), he recalls a blosidy iTiLident 
al an underground hum:in hiding place — an infill rating 
cyborg brutally rruis.sacres an entire com mu nits. The Allen 
intruders of the future, once they have established their dom- 
inance^ have a fascistic single-mindcdnes'^ aboul achieving 
their goal of racial extermination. I ndeed. Kyle's descripSHins 
of the automated death camps cjf the lechnoeraiiL' (uture, in 
which humans arc slaughtered mghi and day. conjures up 
frightul rernmisccncesci^Nazi rjerntiny. Yet the film invokes 
Nazism on the huniai^ side as well when the rebel counterat- 
tack relies on a disturbing combinalion of eugenics and the 


10 CineAclio-n' Fa IT 09 



Fail Cin&Aclion* 1 1 




Chri&t stnry; Sarah and must male in order to procrcale 
the saviour of the race. 

The deeper stniclurt of this sun^ivaiisi narralivc involve* 
the cofislnicliun of a wiirkahk mpofisc to the mipcndini; 
domiriarK;c of Ihc Alien "hordes." One of the under lym({ 
threats alien immigrants have aEwaj^-s posed lo the native 
mainstream is nol only iheir preseni numbers, hut thetr prt^ 
creative piotentiaL This arguirKnl ttxik formal — and ateep- 
taWc — intellectual shape m ihe late I HCttH when hrancis A. 
Walker, president of htl I arai a leading economist, combined 
nativism, eufenii;!s. Darwinrsm, and declining native birth 
rates to conslnict a racial basis for native American superior- 
ity in the face of the mHuit whal he vicwetl ms unassimi la- 
live races. That century new immigrants, '“beaien men from 
bcaim races; repr eventing ihe warsi failures in the struggle 
Un eiiistctice,^^^ won id nevenheless he able, through uncon^ 
I rolled repeiHluction, to defeat native Americans hiok>gically\ 
The answer to this^ which only true racism was ah|e to pn^- 
vidc, was eugenics. In other word.s, nalive Americans, unable 
to compete numencally with the wave of immigrants' pro- 
creative advantage by exploiung and maintaining iheir iiwn 
(inbred) advantage — the "natural" superiority of the Anglic 
Saxon "race.'* 

Eugenics and anthropology adtfetl the needed theoretical 
basis for nalivism at the end of the la^t century and ibe 
bcginnmg of this tme. and when that line of thinking reached 
the point where it prixriaimed one race superior lo anolher, il 
resulled in racism. The Terminator illuslralcs a iwii-primgcd 
answer to the alien invasion implicit in the logic of ihe racist 
argument: climinaiing Them and maintaining Anglo-Saxon 
racial purily. The coming take^wer by computers ls not 
neces.sarily the future, but aj^ Kyle puli it. *'One possible 
future.'* The US might survive in the face of immigrant inhl- 
tration, but only if it acts quickly. In the film's icrms: if ihe 
light man arsd the righl wicmian join sevuallyp the human race 
has a chance to create nol only a fumre saviour of the race, 
but mainiain the racial puniy needed to defeal Aliens. 
T^xlayp to insure the hesi possible future, sigilance is needed 
— eternal vigiLaivce. As Sarah says to Kyle once she has fully 
comprehended the severity of the crisis and its irreversible 
human implications, 'Tril never be over, will iiT' 

No. It will never he over because We alre^^dy id tiM> many 
of Them in. And. a-s araithet cyborg lilm alien. Hladr Rutfmr 
slu'^wii. 1'hey are gelling lurder and harder to find and elimi- 
nate from iHjr six'iety. 

Blade Runriar: 

A Critique of Neo-Nativlam 

B lade Rmnrr foresees a somewhat difTerenl future ahead 
in nearly the same time peri eh! 1 2019) as The Trrmmauyr^ 
one in which humans still have an upper hand- Bui not 
ihe uppermost hand. Thai belongs lo the powerful Tyrell 
Corpe^ratk^n which runs things, arvd creates this nim's Alien 
Others, the cyhcjrg Replicants. The Tyrell Corporal ion is the 
shape of 2 1st century capitalism. "Commefee is our goal here 
at Tyrell/* Mr. Tyrell says, speaking of Ihe company's m-Eisi 
cherished commeidal venture, the Replicants. "More human 
than human is our motto'* (more than a 1 title reminiscenl of 
General Hkcl lie's pa.>l and current phrases, '"Progress is our 
mosi imporiani pnxJuct" and '"We bring g^Knl ihingv lo 
life'*). 

The problem for Blade Runner [>eckard(HarrL>am Fiird). 
a specially-l rained policeman who executes Replicanl.s. are 
the things Tyrell ha.s broughi to life. They become prt>ble- 



malic because of the t yrell Corph>ratii>n*s creation ethics. 
The Replicants — used as slave laiHiur, for hazardous explo* 
ramms and the colon i/at ion of olher plarrets — are better 
hunvans than humans. 'The NhXtJS b Replicants," wc are 
told at the film's hcgrnnmg. are "Superior in strength and 
agility, and al least equal in intelligtncc, to the gcrwlic engi- 
neers whi> created them." When a group of renegade Repli- 
cants mutmy m oulcr space (the "Of! Wnrld''). they are 
"declared illegal on ea.th — urKler penally oS'dealh." I>eck- 
aril's assignment, m ihc termiOEik'^gy sd the I'yrell Corptira- 
tion, is lo 'Tel ire" the rebel Lious ReplicanEs. 

f'rom our perspective, Rlade Runner is a medilalioo or?, 
and a critique of. nativism. Deckard is the next century's 
Border Patrolman, charged wuh ihe idenhficalion and 
extermination of Alien irespavusers. As it is for the Border 
Patrolmen loiSay. the Blade Runner's pb is the maintenance 
of na I M»nal, cultural, social, psychological, and p<ilitical unity 
and idenlity. He ts paid lo he able lo distinguish Them from 
Us and to eradicate Them frEim our midst. Deckard's 
dilemma i^i very similar lu the Border Patrolman played by 
Jack NickolvE>n in The H^fnler, namely how to uphold 
natiE^nal identny in the face of aliens" dcmonsiraied human- 
ity. filade Runner's mam conHict is psych-ological f)eckard*s 
inner lension belween his j^ib ami hi-v conscience. In this way, 
the film raises questions about the justice and humanity of 
America's ptilicy of ciild-hlooded nalivist isolationism. 

f or RlaJe Runner establishes wxll she ReplicaoEs' human- 
ness. In part the Replicants could be said to he a combtnalior? 
of negative homluh and the superhuman l.aun Lover, though 
as the film progresses. I bey leave one-dimensional stercolyp- 
ing as .Alien baEl guys bchmil and develop mto complex char- 
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acifrs. In teriTifv uf she Hisp^inic literetiitypc, ihc Rrplitunt 
leader, Roy, could he compared with Ra/a. Jack Palauce's 
revoliiharurv general m Th^ ProfcKnonah ( l9Wv, Richard 
BnM7]i.s.k Ra/a Is first seen sumnianl) csicculin^ Meraiin en 
masse, t^ur we voycurislically wakhas he makes passionate 
bw to hi.s woman. It i.s only in the Iasi third of the film lhal 
we understand his motjtaii«m. which great ty iollen!i his ear- 
lier, slcreutypical actions. Hy the film's end^ he has leli the 
slereoiypicaE ffamftiio behind and apprt\ichcs a much more 
fully iVKinded characlen;atjt>ri. So Itk^. is at first pres- 
ented as evil and menacing — an Aryan [>cstruclive Mons- 
ier. By the end of Hhtit Rtintfrr, w hen he saves Deckard's life, 
his iragcdy is clear he is a superhuman who simply wants tip 
be human. 

The pn^lem^ jusl as il is in Tht^ TermimfUtr^ is Ih (US): 
what We have done and whal We have allowed lo happen I in 
the film’s pasln which is ciuf presenlf Again, the film showii 
the fear t>f inrhnology in the harrowing fulurc lhal new lech 
will hrmg, ol which the auihoritanan Tyrcll Corporation is 
only the iin:>st obvious sign. Bui il als*? shows ihc chaotic 
results of elhnic pluralism nhal we arc allowing to happen 
today). Simple communicative tasks are dilTicult. t>rckard 
has trouble ordering food frcpm an Asian street vendor. Ciall 
f Edward James Olmos), Deckard's a-ssistanl, speaks a street 
gibberish, which t^ckard tells us is a CEimhinalion "of Japa- 
nese, Jspanish, German. whaleverJ" The leennng multi- 
cull ural make-up of Ihc people in ihc streets is depicted as. the 
dark side of the melting pot: chaos, filth, overcrowding, dis- 
order. 1 hus lechnologi/cd: future wi^rld is a dis Integra I mg 
Babel lhal shims the fcarlul results i>t an iipeiHJoor immi- 


gration policy. Symbolically, our mi migrant dilemma 
becomes ihe new century's aliens, the Replicants, a prohkm 
\^'c created. The palrom/ing and condescending side of 
America's open dimr policy resurfaces in the Tyrcll Corpora- 
I ion's implied position on Ihe rebel Rcplicanls; Wc created 
Ihem, We gave them a chance, and their rebellion is I be 
thanks We receive in return, in reality ihe charge the Repli- 
cants were given was ihe oppon unity lo be exploited. The 
Replicants are 2lsl century hraerros. Their lot is uripleasanl 
at best^aruJ they are inicEligeni and human enough to realise 
it. "Quite an experience lo live lil fear, isn't ilT" Roy, the 
Replicani leader asks Deckard. just at ihe ptiinl when he 
could kilt him, 'Thai's whal il is lo he a slave."'^ 

All they Want, once introduced to Our life, is a chance lo 
live it. ”l want more lifeV’' Roy lei Is Tyrell. And, of coun^, 
lhal is precisely whal We cannot allow Them lo have, not 
wiihoui risking Eiur dominance. '"Vi^u were built as well as we 
could make you,’' Tyrcll responds. "*Bui not to last," Roy 
replies. The designerv realized the inherenl danger of creating 
slaves ^"more human than human/' and so built in a fail-safe 
mechanism — Replicants aulomaiicaliy die in four years. 
What the Tumcoal Replicants want is normal mortality. 
filiiJe kt^mrr asks ibe fundamental question of nativism: 
W^hy canT lliey stay? Il asks us to consider how humane 
denying them life” ii. thiw humane was it to bring in Mexi- 
can labourers (by some estimates five milikm of them! during 
the 22-year-tong hFaceft* programme, then — when ihcir use- 
fulness was over — declare them, av ihc Replicants are 
declared m BftuU- “illegal on Tarlh’? How humane 

was it lo accept the Manelilos with tipen arms, then riTond 
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ihcm up and allenipt to send them back? Why must the 
Mexican Afcwwcw anti the Cuban be rcle| 2 ^Ecd lo 

the ^‘Ofl W tirltl":' 

Bimk Bunrrrr another aspecl of the immigrant 

dUemma; the aliens' hisioricafly tkmi.m^traied ability it> 
enrkh Us/MS. The underlying logit of ihe open dooi polity 
and the grain of irulh at ihc hcan of ihe melting poi. mylh is 
that immigrants have ton I ri hut ions lo make, beyond ihcir 
immediale cAploitabihty, i:onlributi<iiis lhal n^an make LJs 
bcller, “I've seen things you pctiplc wouldn’t believe/" Roy 
Id Is Ueckard near ihe end of ihc nim when, after winning 
iheir battle lo ibc dealh, be Inexplicably saves his pursuer's 
life. Bui we will ncs'er kni iw what they have seen or w hiU Ihey 
migh[ have lo offer s^nce we tiose the dwi. that pers- 
petnive, Ibcir deportation is Our \o\%. lllis is now here more 
poignamly slated than m Roy's speech just betdre he dies the 
Ti'ine-conlrolled death his genelit creator scheduled for him 
Everylhing he knows, the sum of his experience, "All ihiJNc 
momenls/' he i^ys. ‘'will he lost in lime . . , like tears in 
rain/' 

8/adr Rurtnrf exposes the human cosi the new nativism. 
By seeing the Alien Olher in human terms, it once agjm 
forces consideratii^n of how* the long-range aims of Immigni- 
lion reform m ihis country conflict with the naliim's cher- 
ished human itarian ideals. True lo one side of generic 
rwts, the/r/w in the end Bhtiv Rmnrr ruminates on the 
existent laily mexplicahicp raising more questions than its ful- 
urislic private invcsligalor — or we as a sociely — arc able 10 
answer. Watching Roy ^'retire,"" Deckard sums it up in a 
sober voicens^ver: "All he wanted were ihe same answers ihe 
ml of us wanted — Where di> I come from? W’here am I 
going? How long have I goi?" 

The new immigrants, dcKumented and uncUnumcnled. 
seek answers lo the same queslions. So do we. Can we, 
sho^uld we. allow the new immigranl'i "more life'”*' I>eekjrd"s 
escape With hiN lover, the Replicant Rachel, to j place where 
the difference hetween human and Replicant is meaningless, 
suggesls ihe ncesi to create a space for thru allcmatisc 

Allens: 

Two Kinds of Mothering 

A /iffli is a film about molhtrs. In eontrastmg iwo mater- 
nal figures, Bipley/Sigourney Weaver, a nuluring 
^"nuHher"' <jf a spate c-£>li:>ny orphan, and ihe Allen queen 
molhcrp a mechanically elficicnt repnxiucing machine. ii 
raises an intriguing question, as one CTitk: pui it, "How can a 
film bolh support and fear mothering?" My own answer is 
iKal two Jiffereni kinds of mothering are oppi^tscd the Firsi 
World, cnlighleocd, "cavih/ed’* one. and the Third World, 
“primitive'' one. 

In terms of its depielion of women. is jusi as ct^n- 

flicted as Tht' i hough m quite another way. On 

the one hand il is progressive (not to mention refreshing) to 
have a female Sf protagonist w-ho saves the world from the 
monsters from ouler space. Pamciilarly if she is a w[>man like 
Ripley; bright and pragmalic, ctHP|> restjurceful, tough. And 
she IS allowed penai-rtal growth. Ripley. Ihe "new woman*" in 
Atifn, becomes the ""new mtrther" m -iJ'jefu. and once again 
provides pcwiiive leminine imagery; she survives as a single 
mother m a man's world wilh an adopicd child, Still, ihete is 
plenty in the film lo offset I hr posiiive. 

Whal isdisircssing afKml from my pi:iint of view, is, 

firsi, its horrifying depiction of Alien (read Ihird World) 
motherhood- The giant Alien queen iTi<vther^ the most fore- 
boding monsler in etlher film, i^ terrifying enough, but when 


il is so sharply contrasted wnh Ripley, the "civilized^' 
mol her, it has chilling implications. Limiting the analysis to 
Riptey. Aliens can pat itself on the hack for its progrevi^isT 
leanings, Ripley being irule[Kndenl, caring, and resptim^ible. 
Bui consider^ as oppivsed to her, ihe Alien mother, down in 
her birth chamber, reproducing mindlessly, endlessly. She is a 
monsier oul of the nalivisi.v" Wiorst nightmares^ priKfcalion 
gtpne mad, uncimlrollablle and unsl<.>ppable. Ripley’s unfor- 
gellable cry, "Cret away from hcr^ you bilch/' defends First 
World mothering al ihc expense of I he Third World woman- 
htKHl. In this llghi, the fact lhal a woman wipes out the Alien 
mother and her offspring is hardly cause for rejoicing. The 
illm*s pceillivc feminisi elements arc overwhelmed by its 
imperiali^lic underpinnings. 

I[ is not coincidental. I think, lhal Ripley becomes, more 
rewiurceful and self-sufficient as the Alien menace heightens. 
The film will not allow Ripley\ more liberated dcfinilion of 
womanhcK>d lo exist on iis own terms, bul only as a dialecli- 
cal ciemcni. in direct opposition to the female Alien that 
ihrealens the existence of the human race. In tiulcr space, 
with ihc survival ol the race on the line. Ripley's portrayal of 
mothering is ptcfsitlve, especially when il is pilled a gains! a 
perpetually prtKrcaling feminine Other. What awaits Ripley 
hack on Farlh, though? She will likely he dismissed as a 
"hysterical woman/" jusi as she was al the beginning of ihc 
film, and likely return to the same menial |ob she had been 
given. Ihe feminism in Afkm Is situational, opportunisiic, 
and relative. 

As IS iis condi!:mnaiion of Capllalism in ihe pers^m of the 
villainous Burke, the duplicitous Company man. One ptissi- 
ble reading of the film's treat mcnl <if the treachernus Burke is 
a condemnation of Capitalism. To me Burke seems more like 
the traditional .stereoiype of the capitalist businessman so 
common to film and telm ision. Ostensibly, ihis slercoiypc is 
used to criiique Ihe system, but actually deflects a mt^re pene- 
i fating appraisal. One of the mosi popularnarra lives m pop- 
ular media is the story of "bad" businessmen who receive 
their comeuppance, I hereby cumveniently shifting ihc blame 
lo aberraiions. in thr tormof corrupt individuals, rather I ban 
on the system that spawned them. Besides, Burke represents 
not clever Capitalism so much as he does stupid greed- His 
error is one of disccrnmcni. He fails to see that the profii 
molive must take a hack seat when surv ival of ihe slalus quo 
IS on ihe Ime. Burke's fatal llaw‘ Ls not his belief in ihe free 
markei sysiem hut rather his failure to rccogni/e that for 
Capilalism to operate il miisl firvt of all exist. He is a villain 
not because he is a Capita lisi. but because he is a short- 
sighted orK he fails to see that what is called for is a comhi- 
nalion of Capllalism and nativism's other face, isolationism 
— eciirhJmiL uwd biological Darwinism, W'ith ihc death of 
Burke, lapitallsm does not suffer hui In fad survives. It 
awaits Ripley on I'anh, safe arul unmolcstnJ. 

By boiling every ihmg. feminism, Capilalism, mothering, 
d^iwn lo a survivalisl essence, Atirns demorTst rates ht>w- 
extreme — and extremely amscrvalive — measures can 
hcLome natural in the face of the Alien threat. Ideologically, 
Riplev moves in JuM the opposite direelion from Sarah in 
James Cameron's firs! film. The Terminator . W^hereas Sarah 
shifts from a vague and uncommillcd ccnlrisl position kft- 
ward. Ripley moves from left lo right Her po-lilical lurtung 
pom I comes, I think, m the scene fin this film the vex scene) in 
which she is msirucleti by a marine on mixiern weaponry . By 
the end of the film, when a low-angle shol captures Ripley 
emerging fnim the cargo hay. translt>rmed into a superhu- 
man fork-lift prepared to do battle with the Alien Mother fit 
IS here ihai Ripley calls her '"Bitch/' I the right has won 
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Riplev's scHil. She has bcizomc a fcimie Rambc) m space. 

When II comes ikywn lo life and Jeath, prognes-sivi^m, fem- 
irism and Third Worldism are quickh jclliMHicd politkal 

lilKMfies. 

The Danoere of Symbolic DIetortlon 

I f these and other SH Hlms are ways in which we as a s4Tcicl> 
have been working ihrciu^h our immigration worries, there 
afe a number of salient implications — all of ihcm dlsturb- 
inj!!.. some more I ban others. One, cA' course, is ptilitical. 
Unrest nclcd by mere planetary limits, American capitalism 
has bypavsed mullmalionalism and leap! ahead to gataiy- 
wide proportu>ns. CutiuraL imperialism evident m ihcse Rims 
leaves no doubt ihaE multinational capitalism —based on the 
American model — is ihe universal norm. '‘Mainsiream SUs 
aniculatkxi of resemblance between aliens and humans/' 
Vivian Sobchack says, 

perwTvcs the ‘^uhurdinatitin of ""^ilher worlds, other CUh 
tureji, uihcf species'' lo the Wswid. cuLtuir, and 'SpcciaU 
ijf while American cvllure Wc can see this Flew 
American "'harrunisin’' hleralLy cupand into arkj cok>nire 
oulcr >piiiL'e. rnakin|£ it sate for democracy', mullinahiwal 
capital Lvm. ind the Rol|in(i Atones. 

Thus the Alien in Swtmiff arrives on Earth singing the Rob 
ling Stones" 'Sarnfaction"' and ihe Aliens in Expi^tren ( S9hh, 
Joe Dantel are vidiots, who speak ihe language of American 
sit-com TV'. 

Gala:ty-w ide cutlural irtiiperialLsm may only be a flryl siep 
toward aclual imperialism through military mvoIvcTiieni. 
Seen ihrnugh the alicns-Aliens lens, a rilm like Aliens may be 
seen as a metaphor for l^S involvement in the Third World, 
specificaMy Laim America. The fit seems too rtcal lo dismiss. 
The need to go There (a C ompany cokmyl before They 
invade Mere i.s the film's underlying narrative logic. The need 
to help stop Them is sirong enough in ne Imsi Sfarfis/^ttr 
I hat in the end the young human pilot volunteers to leave 
Earth and Join the inlergala>-tic fight for frccdom. 

But It is ihc dislortion of the alien immigrant into an Alien 
Olher, and ui the case the HispaniCn the shift from ethnic 
stereo! y pc to ouler space crealure that rsises the n>osl dis- 
tressing set of problems- Some sicrcotyping researchers have 
kxiked at the role of siKial perception and stereotyping as an 
important way lo understand wide-seakr, socially desiruiztive 
behaviours (on the order of mapitude of genocide, for 
example, or the Holocaust. A starting hypothesis bearing 
such horrible kinds of dehumani/4Jlion is 'Thai when 
members of one grtHip think about members of amnher as 
intnasically different — as categorically bad, unworthy, ties- 
picabk — they are capable lollkting great harm upon 
them/" In I his view, stereoiyping constitutes ''sanctions for 
evil," working to reduce restraint, arxl "may induce or juslify 
acts lhal would be unthinkable to commit against members 
of one's own gr<>up/’^ In i his fight, Ehe transformat w>n of the 
alien immigranl into a non-human SF Other, mttsl especially 
in the shape uC a Destructive Monsler, has frightful ramifica- 
tions. Since we are all prone to stereoiyping, *"the participa- 
tion in alrix-itics, to the extent thal ihese are facilitated by 
stereotypes of the enemy or outgroup, is within ihe repertoire 
of many of us — hyslandcrs, al lea.si. if not as perpetra- 
lofs.'*" Ckhumanization and stereotyping iniersed at the 
|>oinl at which there is a ItJss of uniqueness and individuality. 
As one social psychottjgist — a survivor of the Holocausl — 
pul if 

When a grsiup of pvnple is defined cntircls in lctm% sit a 
eatcgi^rv* to which ihcv belong, and w hen Ihts izalegorV is 


rveluded from the human family , Ihcn [he fn->ral resr 
iFamls apain-st tilling them arc iiKjrr readily ovcrcc™." 

And indeed, ^me researcncr's investigation of ihe My Lai 
mas-sacre in Vietnam has noled how US soldiers referred to 
pp.>p]c I hat were killed as ''animals/" -'subhuman/’ and 
'insects/"*' 

I am not making a dimmsday prediction, only remarking 
upon sorTK of the more destructive fcalurcs of stereoiyping 
thal, I think, we need to he aware of. Siegfried Kracauer, m 
From Caiif^ri fo Hiller^ hts classic study of German cinema 
of the pre-Mazi era, never made what is for me ibe crucial 
link between the monslers German Exprcssionisi cinema 
and the Jews. In his discussion of ihc German mon&ter films 
of his day, such as Henrik tialeen and Paul 

Wegener^ olher versions remade in 1917 and 1920, bolh 
directed by Wegenerl and the six-part serki Homunmim 
(1916, Gtto Rippen), tK>th dealing with artificially created, 
destructive beings. Kracauer sees them as denKmstrations of 
'^'a theme I hat was lo becfMTie an obsession in Ihe Cierman 
cinema": the split in the German psyche between the horrible 
and the p^iwcff ul. But he never venlures beyond that lo spec- 
ulate what Ls mt^st obvious: ihal (hose same monsters 
particularly the Golem, which is a monster arising fjui of the 
JewLsh ghetto, hroughl lo life by a rabbi — afe projections of 
a socially unconscious dread of the Jew/* l-rE^m a complelcly 
ditYercnl starting pciint, Vivian Sobchack comes back to very 
nearly the ^ame conclusion in her analysis of American 
films 5fl years later. "The t^nce threatening SF 'alien.' and 
Other" she writes, “become c^jr familiars — our chne reta- 
tmns, if nol ourselves.” She sees new SF Aliens a-s mostly 
non-host ilc (a prohkmalic prapositk^n because in alxiut half 
of the lalest SF films I hey £rre hc^tile), and offers the proposi- 
lion ''lhal the 'aliens R (iS.' ""Though t agree wilh ihc way 
m which she sees conscrvalive, mainstream SF as preserving 
Ihe dominance of 'Tuber worlds*" (particularly her slant on 
cultural imperialism in ihe pivst-motkm world which t men- 
lioned above), still I Here is a demorrstrahlc difference between 
hurruin and Alien in (xilh the marginal and the mainstream 
SFThal she discusses, an impt^rtant and distorted difference. 
In seeing the dilTcrmcc between human and monger as only 
an internal schism las Kracauer does), or a.s post-mtMiern 
evidence of the strains wilhir lale capilalism (as Sobchack 
does), ihe di.siortion is neglected. By so doing, Kracauer 
never brings up the obvious fad about Tire itolem: the possi- 
bility thal the creature lhal arises oul of the Jewish ghello is a 
fearful symbol of ibe Jew, one that must M^mchow be 
crumbled into d ust . Just as the Golem is at the chmax of that 
film. Similarly, there are implications lhal arise oul of the 
distortion of ihe HLspamc lhal are ttxi frightening lo brush 
over 

My purp«>se here is nol lo change the menial process of 
viereotyping (which is probahly impossible I scj much as to 
expose il. "The goal of studying stcrcoiypes,'* says Sander 
Gilman, "is not to stop the production of images of ibe 
Other, images that demean and, by den^amng, control . . . 
Wc need ihese stereotypes lo structure the world. Whal is 
importanl to remember is lhal in constiucting Others, a 
.‘rfwiety defines ilscif. The shape of those Olher^ can reveal a 
wkk range of consuinlly shifting social, poliiical. and psycho- 
logical tendencies- The SF Alien as immigrant Hispanic 
reveals a significant amounl of slres-s wiihin ihc dominani 
idetJlogy. Cultural tensions ab^iul immigrants, coupled with 
psychological guilt and fear, tcjgelher wilh doubts about 
national identity combine to pn>duce, as ihey have dc»ne in 
other limes in our hisiory, xenophobia, isoUnomsm, and 
nativism. What is different — and whal I wish ti> make us 
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awnrc af — is the currtni ancmn^K: ^hupc of that feai: tear 
lhai iramforms ihc greaser handii mioa term ina ling cyborg, 
ihe dark tady irilo a fertik^ black Alien moLher, imnacingly 
reproducing rn0nsler& down in her lair. 


EfKJnoteB 


1 in ihrs papcf I will li» t*» capilalrl^f Pomi “Alien" to dtsw>Te the 
science fetion mome creaim and the lower case Um “ahvi' to dKJf- 
naie immigranis 

2 Vivw! Sobdwck Mimarije? a lew rhe morB ffitwestinfl speoManoi^ 
abouE ihe Aim Oih# it Sew^in^ Spxe I}m Affmc^y Scwice Fcriwi’ 
Fdlm (NbN Yoric Pie Ungar Piiilisbing Co , 19^7) 3G. AJ 

3 Judnh Hess Wr^t. 1^e Films and ihc Staius Quo * Cur. rHay- 
June 1974) 1 . 1G^ rpt in fikn ti&nm ed Sury iCeith Grani 
(Austin Univeryty Tuas Press. 190C) 4G 

4 PetP Btskind. Sofcng H Seeing \Hrpt York Pantlieon BooMi I9i3j 
1 1 1 Jin Mhi«dcas . 'Aliens hlottw and tile Teenwig HgnJes “ iutrp Cvi 
3?4 

5 SDbchKli24l 

B Peier Fitting, Xoiirt Me thj|/ln. POst^Apocalypiic ViWq n Recent 
Science Fibn. -Cuwlcrian/ 1 1 (Wmiir 4Z-5i 

7 Wood. -^An Intrucbction lo ih* Aimncfti Ho™ Frim.^ m Mbviw 
andMpfriods kbriiirae rr. ed Bill Nicti4s( Berkeley University Of CaliPof’ 
nia Press 13i&» 199 

0 W«Ktt99-20Q 

9 Wood 201 

10 Janes Slueft Otson. 7?ye frTinic Dmmsron m Am$f€^ Mjjrory. Vof II 
(New York St Malms Piress I97||i 206 “(kowHi of a Niatioo.* fiMefl 
Jidy 1965 34-35. gives a itgme ol fi 0 mitlion Idr tfie decade 

1 1 Olto Fnedncti. -Itie Ctwiging Face q 1 America ^ Tm 6 July 1905 20-7 

12 US Oepaftmeni of JuilRe immigfalion aid Natmlizatlon Service, 

r M5 SfafaricaJ Yearbook Semes 

176 

13 Olson 379 For the Ofxae orooramie. See W^yn^ (^wneliiis. Ibtecica? 
Mutton JO lAe (MiJed Sraies Ganses. Ckitseoiienc^t W E/S 
Responses (CanOnd^e Massachusetts instilule of lediiolDoy. Lemiet 
for IrrEeniatHml Studies. 1971) 10; Lnnad Dmrwstein and David M 
Reimers. ffJlnicAiwcans. 2ded (New York HaixfS Row. 1982^93. 
Olson 364-305 On the 1965 irrini^Tion Act. sec LeDrarif Dinnersiem. 
Rooer L HicAolS aid Oawd M Retmers, fiAttwm and Sfrw^v^ Frhnic 
Snips sntf fhff SkAiiie^ of America i New Yoric Chriord Umvasiiy Press 
1979^ 250 259, OlW 364 

14 U S OfCiannieni ol JifiTice 166-159 170-179 

15 Oiiiersreii. et al . Afaljves aid Sfmn^ fl2 

16 Anya Peterson Royce. ffJVmc tdmftfv Sfmteffm orDrwsrsrfy (Bkiciniiig- 
ton tndiana Unrwty Press 1982| 163-167 

t7 RoycelGD 

IS John .^tlems of Amencai H^Uvrsen. t9S0-i925 (New Bnms- 

wicfc. New Jersey. flutgerB Uraversity Press. 1955) 3-4. 9 

19 The Awnj o/ fjirna Uaei£S. Vd t {Goston 1669) 202-2D3 gtd it 
Higri4m23 

29 tongress dears OvahajI of irrvnigration law." Ungress^onaf QuarTafy 
Afmaiac, 99fh Confpess. Second Session. 190$ $1 -67. provides a good 
description of the PMtiif« qE the fcaw and a concise outlme of its congres- 
sional iKtory 

Interest mgiy. one oi the majof obstacles prevwitiigi a quicker of 


the bill was a capltalislic dUemma emtHemalc of the larger, contradiclory 
naiLie not Mt ef mvmgratioh lelonm. but oi the whole etrnigraTion 
question m the US In the hofies oE disengaging the entry of undocu- 
menled aliens by mailing it haroat for them to Imd work m the US. on# of 
the goals of the bill was to provide Tougher legislalion to pmtsh Ameri- 
cans who lured undocurwiled aliens But al the same line the iaw had to 
find a way to placate Wesiem powers, who for decades Esmee the end of 
the bracflTD programme m 1964] had depended on imdocumenled wwkers. 
iQ pick their crops The budl-m advantages for the growers — a cheap, 
reiiatfie and disposable labour pool — was clearly fwarduod by the new 
ieglslalion To msurv IN hill's passage IN growers had to N assured 
that !N new law would aNw thwn to mamtiai an adequate wort force 

71 Fnrtic Jamew. TN f^rucaf OfKW&ctot^ (tfhaca. New York Cornell 
Umvervly Press 1901) 20 

22 Claude Levi-Strauss, ”TN Stmclural Study ol Myth qutd m Thomas G 
Schau Ko/fywwd Genns (New York Random House t979| 762 

23 Fittmgca 

24 Bee tor example 0 Stecnan and David RosenEield "Racial M 
Cihntc Stereotypes." *n fJ^ fye of the iehoWer, ed Arthur G Mtiier 
(New YDrt Praeger Piirilshers. tM2| 106 

25 Wnghl 47-40 

26 Wood. “An Hrtfoduction ' m 

27 SipnwJ Freud. TTie JVrierpTfafiYT of Djearns. tryis and ed James 
Strachey [New York Avon Books. IDBDl 175 

2fl Fieud 177-170 

29 Freud 301 

30 Highamt67 

31 Sarv^ L Giinan. Difference and l^thotegy SlewoJypes oi Senuafjfy 
Race. Madness (Ithaca Cornell Unrversdy Press. 1905| 15-21 

32 Gii™i2l 

33 Mark WihOkv. “Improbable Ethnic Herb William Powell and the Trin$- 
EpmiatKr! of Fthmc Hollywood." Cmoma Jounaf 27 12 

34 Anders Slephanson, 'Regarding Poslmodennsm — A conversaiion with 
Fietkic Jameson - Sotiaf Terf 1 7 (Fail 1967) 43 

35 Francis A Walker, qtd inHit^tam 143 

36 Earlier m IN film another Replicant asks Deokard IN sanv question 
Right beEore n ines io kill D^ard. Leon pauses lor a moment to ask 
“Pamful to Irve m tear, isn't It'*'" It is al ^ iw«n Itut Rachel kills Leon 
and saves Deckanfs Nl§ 

37 Naiitckasi 

30 GobChack 297 

39 Arttiir G Millff . ^Slereotypmg furthp t^specuves and (i^oncksiorc." Jyr 
JN Fye □/ JN fiaNMCi- 479-4A6 463 

40 Millar 401 

41 Herbert Ketman. (ftd HI Miller 461 

47 Milter 400 

43 Siegfried kracauer. fntm CaUgian fo f/jfJer (1947. rpt Princeton Pun’ 
colon univei$jty Press. 1974) 32 

44 SobChKk 229 769 

45 Gilman 740 


Charles Ramirez flafg is an AssisEani Proiessor m the Oepartment of 
Radio- Telavisioii-Fikn at IN Unrversily of Texas m Austin He (sramplet- 
mg a critical study o1 recent Mescican cmema. TN Ciwa o7 Sohfuidf. 
tor the Umveisity of Tensas 


Fat) '09 Cine Action* 


17 


Aping 

Africa: 


The M ist of 
Immaculate 
Miscegenation 



by Diand SippI 

Th«re afie twa ways to lose oneself' by segregatioii in itie 
partidjlar Of by dilulior in tfie 'onivefsal.' 

Ajme Ctsairs 

j ThQ(f :7 195^ 


A womar will ooly have Itie ctwice to live her life either hyper- 
atefraeffy ( immediately universal.' Kegel said] in order thus to 
earn divine grace and homologation with symbolic order, or 
merely different, olher, fallen (‘immediately particular,' Hegel 
said] But she will not be able to accede to the complexity of 
being divided, of heierogenrty, ol Ihecatastrophic-told ol- 'being 
( never singular.' Hegel said) 

jLULi Krt^lw 
Tates of love. 1903 


A man wtw to lainffuage possesses the wtsrid expressed 


and inpFied by ihal language . Mastery ol landiiage aflords 

remarl^able pcwer " 

Franii F^non 
SkMf msks 1967 

( n the clLitxyrjli! press kil that Warner Bmthcn and Univcr- 
sai Pi4.'tures campilcd fur in thi^ A/irr, i.l?rttlnr 

Michael A pled had nn dnubls: "There art ihree k>ve sn> 
rres . r>ian and ibe animal^. Oian and B4>t> Campbell, and 
l>ian arnl Scmlxiparc ” When I ihc film / had doubis, the 
iit\l time and every lime ihcrcaricr — not ahi^ul I he apes arreJ 
not atK>jt CamphclL because I had seen il (fifri/iii 

(itrf Chtwses Apr Deer \fan, I he Lalcsi abcrratM>n of Holly- 
cinema- Byt uhal I hadn'l IVirscen and never in I act 
sal* Was Apr H'amnn Lovrs A/rimrr. I feel spared, bul ^\so 
cheated. As I see it, the question the judicncc is lefi wiih at 
the end of ihe film is not the obvious ortc, “who's done it?" 
but rcaJly (he question of "whyT". The answer, ihou|[h clear 
enough in biographical repiuts cd F-ossey, is less 

obvious in the film than we might especl. "She must have 
been 'doing il* with ihc apes!'* is ihe slanding joke, Bul if 
every pkc has its urvdertying fear, here it is ihe while wcim- 
an's proximity to the racial Olher, whith is seen as a ihreal lo 
Wesicrn conlroL over posi-eolonia] culiufes. 

bfiiw it's clearer to rnc: ihe l^roduciion Motes, at least, offer 
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a cryhiAi ptclurc of Scniba|^r«« ''fatlhfiJi irackcr wKo iva^i 
closer to htw.scy iban any while man and who saw her 
thniugh the worst momenis of her life, and the hesl." Apted 
hiftiscll tells us, '^ihis part is the mhiI of ihe wh<>lc movie and 
if it IS to work, Sembafiare had (sici to be aulhcnlie . . . N'ot 
that there aren't ^rcal hlack aelors m Europe and America, 
but they've lost iImI feclinfi of being a part of the bind" The 
nolc% go on lo leJl us that by the time {forfHas is released, the 
man "whissc life will have gone through the m<jst cmcia] 
ehanges"wiU he the actor who plays Semhagare, John 
Omerah Miluwi, a stranger to the world of movie-making 
until "that faletu] day” that he wouid be paired with^ipour- 
ncy Weaver. She, in turn, leJis us, 

1 he thing you feel right awiv with John is cotnpleic [rusE. 

You sense hts difznit^, hi.-( tlosenev^ wuh ho surroundings 
And hisi undetstBirkJimg nature. You reel the sErengih ir| 
ch^ racier. And yuu would unliesaat ingly put >(«ir tile m 
his hArHls. 

The patron i ring tenor of this promotional material even gr^cs 
hcyor>d the so-called "personar' realm lo the "stacial.'' The 
notes continue. 

One ot the «ttange\E and most eicitmg thnlK for Mduwi 
wa% travehn§! beyond Kenya bir Ehe fini Eime — firsity 
tsic) lo kwAn4,la iind then, rtH>rc exlraordinar>- by fjf. lo 
Hnglarhd Fur Miluwi it wa;^ nJJ a massive culture ihock. 
bul ofie ihis remjirhaNy WtII odjuslcii man has rimk 
incredmjy srmHMhly Mn sErenglh was always that he 
reruied to be phased by the head-lurning aspect oi Ihe 
whole experience. Me held unto the rmiitv tkifi 

Am mtmntam wAurn ali ttv rtiVemmt ^a.i mer Which is 
cxaelJy whal he did t emphasis mind 

Another filmmaker, 1 rmh Minh-ha, who has m faci made 
tllms of Africa with an entirely different agenda, shares her 
oppositional point of view on the quoition of rooiji arid 
aulhenticity, ihc quo^tion of the Other: 

la persuade you lh4U Vi>ur past and cultural heruage are 
ebsomrd EO eventual eetinclion ami thereby keeping vtm 
Occupied wilh the SavNiur'i^ Loncem, inAutticntiCiiy is 
CEHideilined as a Auj ol and a whitening tor faking!l 

itf nor — Wcslern values . you immediately react . 

and are thus led lo Mand m need ol deictKlmg thaE very 
elhrtic pan Ot you rvcLI I hat ftit years has made you a nd 
your ancestors the sibjftls of execration. 1 tidily, planned 
authenilCrEy I'^ rde; as a priHlwci of hcgerTRiny and a 
remarkable counterpart of unocriAt standard I Jation. lE 
constilutes an efFiCacKius means ivf silencing the cry of 
racial oppress](Tn ' 

Either dilution into the umvcfsal, with the bleuehuig of 
dilYerenee, or sjcgrcgation ~ into re^l or symbolic reserva- 
tions, reserves, imemmenE eumps. ghettos: are these the 
“chokes^' for the racial either m posleoiomaJ life and its 
diseoufse? If so she analogy with Ehc ji^rKkrcd Other is evi- 
dent; "inimedialcly univer^l . . . inuricdiaTcly particuJar . . . 
bul nrcver singular/' Hcgci iiaid. Such claims commit an ael 
of larceny, Barthes has t>bscrvcd, by myth's appropria lion of 
what belongs lo hislury. 

Beceni scholarship (at least (bur hnK^ks published between 
l9Sfj and IVKW) documents one more layer of the history 
behind the niyths: colon tal white women did fiof nccessanly 
lead disengaged lives o| leisure^ from I iji |e» I ndia lo Nigeria, 
between l^J and l%tK, leltcrs, memoini, himsehokl man- 
agemeni lrMx>ks, and novels shed other light on the wimicn of 
Britain^ ernpirc. The mylh, according lo Karen Tranhefg 
M arisen, is that when these pnvjtegei^ women arrived en 
masse from England, ihcy bn.>ughl down the edifice of race 


re Lai ions because ihey drew the w hue secti>r inward, whereby 
It igmired the rise of indigenous political activity Iei the einlenl 
that It had tfEiuble tamfronlmg the imminent end ot the 
empire. The thread of iruth here is that white white women 
may indeed have been a faE.'tor in the down tall, perhaps it was 
for ibc opptvsilc rea^n — iheir stepping ox/r o( biiunds/ 

I he popular lore t^f l>ian Fcsscy m Zaire and Rwanda 
between l*M?J and I9S5 has n that she was iftij* dispL>sed to 
step out of the traditional boundaries of E'mpire. In foci in 
hcuh the media and ihc academy she is said to have added to 
the image of the "Ugly American*' in ways far more disiasie- 
ful than Goriiiiis suggests. She is rcpKirtcd to have been a 
severe victim ol bronchitis, alcoholism, and menial collapse. ^ 
Vet in 1 98k she figured in Hollywood as a hen>ine charis- 
snalic enough Eo command unending negotiatLi>ns and capiEal 
lor the production and promolion of m iht' Mitr, 

Why? 

In 19k5 Sidney Pollack had taken ihc West "out" o( Africa 
via the rurraEive of a while woman whi> couldn't make ends 
meet in terms of money flr men and (bund in Kenya Einly the 
muse's mspiraticm of Ehe "shadows on the grass" lEhe Afri- 
cans . . .). In the E.\>ntexl of wumen’s imaging in MoJIywtxod 
cinema^ that Him is already an anachrEinism — c^f the '7r>s 
decade w hen wtimcn were once again entering ihe screen's 
Ira me ol work E>UEside the home and becoming mtjre admira- 
ble and desirable, often enough, as ibeir lives derived mean- 
ing fro^m their labour. Work may have been seen as proble- 
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malic in the language of such texts, but n was at least a 
ibrceful enough issue to be structured into the central con- 
iTicl of ihese dims/ Dian Fossey may apfu^r lo he miles 
down I he niad of gender-rcjk ''liberation*' E'rom Karen BLixen/ 
Isak [Tinesen, delicate damseti obsessed with her fetishes of 
tine living (irKJuding Farah*s while glovesi, IragiJe victim of 
coJimialism {''china — it can break"). It is F-oisey htrttif who 
enters inlE) holh Wiiindcrmenl and combat wiEh ihe African 
"uiJd,'* who dnds a man who d^ses his mcpi sewing, and 
pursues her unrequiEed love, and returns tthie from his flight 
over the mountairvs, w iih a proposal of marriage, no ks.s, and 
must leave her \u hrr missi<m of a higher order. 

Wjlh m the \fisf in I98HH Michael ApEcd has nol 

only taken women hack to ihc home, but he has aJso laken us 
“back" lo Africa, wilh all lEs altending exoticism. In Either 
Words, lo ihe extent that for Western lemales it us "danger- 
ous" to si ray '*far fr<jm home,*' speaking within the siscpo- 
puditicaJ econsjiny, for ihe Wcslcrn man it is a duty. These are 
old lalxHis and old imperalivcs — as i^ki as ihe Clcdipal 
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n^TTsilivc^Eld I he myth the l>dfk limtinent. Iiygelherthey 
4irt in defend apdin>l ilye ultimstle ttdr bridging holh ^ 
rms^zfgertalion. rtall or symbak’K a'i a piJlcTilial power iilign- 
mml Hgunng a dcHihlc CHa!!iralit>n, 

TTic follnwing analy^i^ will provide cluento ihe wavi^ (lorii- 
faj Ml Mfxf rlcfcJliaie^ the contemptjrary liyndrtsmc ol 
p4.>!(lCo|onial aniiety by eiamining langjagCn both puM amJ 
prnent. in Ihe disfoun^ of impirriiih^m and ihc Cr^l of the 
film. 

Mary [.niiisie Prall. in reviewing travel narratives ol Wesl- 
cm ^'vrtllnfs^' to Africa m the late ISth and SVth L’trn tunes, 
finds m them an interplay of diiAJOurses. E:uropean pcnclra- 
tiLin and appropriation is semanlK'ircti in at least three di*^ 
tinct ways, one of which is the "sennrrtental narrative/* in 
which the visitor emerges not tyriiy as the iistensible narrator 
but also as I he pR>tagonist of heri^ic dramas. The iourney 
becomes an epic of trials and strange, often crolic, encoun- 
ters. Indigenous peoples enter into the experience of, even 
direct contact with, the iraveler Pralt cciiiitcnds that the 
at tributes of this "cxpcrienlial" type of narrative i>fteii allow 
for credibility andec|Ua]iiy m the ^i>iL::eol the Other, but it is 
interesting to ask just who w‘ouid comprise this Olher m 
Gimi/iii. ^>s Pratt 

rrIjtiiLins wilh the Ulher are governed hy a iksire for reci- 
pnKliy kirnt cxchofngi' ]-.strangemenl and repubhiin aic 
presented a^ eniireh mutiiul and eejUahy irralHrruil nn 
bi>lh sides. PariKly and sell-pa n^dy atuMjnd . . ihfs dl^■ 
eotifse d(ieN ni>l expticiily sett a onifieLl, authontatne 
spea king subject, t he vu bjcul here is split si m pi y hv vinut 
of realising as KMh priHagsinist and narralor ... the 
sell sees, il sees ilscll seeing, it secs itself being mstTI And 
always i| parities hi>th ilseLf and the CJltier.'' 

Upon reading Pralfs passage it is easy to recall the irikit 
fetishes of the Balwa made with f msey's hair, ^iswell as both 
her mocking '^self-port rails" in red nail ^A\^h on the trunks 
of the great hagenia trees ami her red-haired Ha]k>ween 
masks. But it is not the pan^Jied tiatwa w‘hi> constitutes the 
Other in this discourse. 

Arvd. in tact, il is not so cass to read i'owiry as the split 
subject of seif-parody as il is to sec her engaged in self- 
aggrarydiring sclf-dramali/ation — all under the sign of aping 
Africa — which is really the character's sell-impcrv^nat inn of 
her t>wn introyection. She hecooKs the spectacle of her accep- 
tance of the "witchery'' projected upon her, not by the Balwa 
but by a p^istfcminist nimk' discourse, lo which we shall 
return. Uut here il is also worth beginning to note I he enlent 
to which the apes enter a relalnm of panly wilh Tossey that 
the Africans do rn>t. The many scenes of cross-mimicry 
between F^yssey and *‘hcr'' gi^rillas certainly do not permit 
the apses' escape from the gairc of the M.ienlisi: yet in at least 
one case an animal ir>igi[> commands the allectiots that a 
human fSembagarct dtws not. Pratt interprets the '*expcrien- 
tial voice" as an aspect of the inlrospcctise Individual in 
19th-century Europe. In (torilia\ I see this soice as an aspect 
of another structure lh;n began E4i claim authority on iKe 
hourgctiis Continent at the same time the private sphere ol 
the Tamiiy. 

i n several telling ways, Uigit figares as lottsey's Adam m 
the Garden of Eden. If the Sumu doll, a sign of "'BLick 
Magic/' is (he symbrslic serpent tn the paradise of Rwan- 
da's Parc des Volcans. then its meaning eoiild be (mis^ 
construed to he positing I-ossey's "scientilk" mission as the 
forbidden fruit that signifirs irreversible punishment But 
such a discourse of symmetrs is not prevent m the narrative 
of Giwt//ar. The Haiwa draw no idenufication from the 


audience lhal wciuld alk>w tivem this dialogic cupacily. 
Instead they ctnbivdy the myth of cannibals who butcher and 
devour; thus their fetish signals the common fate of t Jian and 
[>igit, slashed and dismembered lor their sm. subjected to the 
hell of Africa, 

What begins m (kffilht as an obsessinn with tracks m the 
mud of Mount Visoke, with neither humans rvor animals m 
sight ol each other* accelerates as a tale of eseessive access 
which, paradoxically, both destroys and also sanctifies Ftss^ 
sey as sdenlist. as woman, and as colonirer. 

As we shall see. this agenda is accomplished by reinstating 
the pnmacy t>t the nuclear family, with all its attending fhns- 
tian mythology. The p^Mential power in this alignment of 
womari/wxirk/sighE is undermined by the strategy to employ 
the sacr4,KancT family structure in a discourse of racism. It is 
thn>ugh Ftw.scy's privilege of sight'* in her work as a West- 
ern researcher that she carries out biuh her vicarious 
aulhoruy L>ver lerntory, people, and pmperty in A Inca as 
well as her sex-role iransgressums agamsi the patnarchal 
family. The plot of the film salutes her for the ft^rmcr; it 
punishes her for the latter. Il her characlcri/alion allows her 
■"sight." It does fk>t allord her "invighl"; if* for instance, in 
her lover's National Geographic fvH^tage of her and [>igit 
projected onto the walls of her cahm she sees herself as ■■see- 
ing'* and '“seen,'' this >cll-ima|e lies si ill wjthin the Western 
male ga?e of a dominant discourse. 

Thu* Ftjs-scy increasingly chot^sev the piith of rnaM:uline 
Violence deemed legitimate only under imperialism. And 
therefore she continually makes this choice not to defend 
herself or her fellow cili/cnv or her state bul, as Pratt detects 
in earlier visitors to .Afrka. ■*siniply to get a loxik.'* In the 
film's plot F‘siv.scy is an animal behaviourist and her ohserva- 
tion is supptisedly cast upon the apes, but it is only m ideol- 
ogy that seeing can bean inherently inruKent or passive prac- 
tice. It js really that is ■under observation** in 

J-ossev''s "kxvk**' comprised ol her policing and harrassment 
of virtually every kicul African and their ct^mmerciar'iillics," 
Isn't il really v^r who is poaching upon the rcsxHirces of 
A/rffif. thereby ratumali^^ing American ■■surveillance*' opera- 
lions on all cont intents tif the Ihird 'A urhl tsulay? 

T hat t he discourse of science ^ or the la ng uage of the fi Im 
(forifia's m lAr — can be undefsl^.lHxl as a system of 
subjection hinges upon the extent to which the Other has a 
voice in that discourse. F or at least a century Western eolon- 
i/ers lound ways of manipulating arxl counieracting I he voi- 
ces of .African peoples in the mteresi of esiablishing a domi- 
nant ■■culture*' whose authority would appear inherent and 
logical. This culture, according to F:dward Said, draws upori 
its “elevated or superitvr ptrsilion*' for its pxiwcr to ■"auihxJ- 
n/e, to dominate, to legitimate, demote, mierdict. and valb 
divle: tn short, the |xmer of coltufe to be an ageni of and 
perhaps the main agency for. powerful dil1erentiati<vn w iihin 
its domain and beyond it tiKi.'* W ithin the narrative of iionf- 
/nv, the F'offcsey-I.cakey voice I want to krxvw wh+> I am, and 
what il Is that made hk that way . .'*) makes for a similarly 

lopsided discourse. What appears to give it a balance is the 
research ‘subiect'' — the apes. f-osscy*s skewed position in 
the film as God-like author of knowledge and Civiliration 
calls for the siructured absence of Africans, who are sup- 
planted by their mylhic counterparts of ih^ise who must be 
ctmquered and converted, and by The structured presence of 
the apes. 

This perverse configuration of ume. place, and subject is 
tenable via the myth of the l>ark Gontincnl. Ihrough il 
Rwanda becomev a no-woman’s-land froren in lime and pas- 
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sat>k mi\y by ihe embrace a itpcctes dt&covcroJ in be as 
doeik as j| ^ cstHic — in this tflsc. l he Mountain Goiiik. The 
mylh, over a ccniy ry dd, sutlcfed m irtJnic genesis. 

Brf Iain's abt^Jilion «f slavery ^ exploraiiim of African land 
and rc^unces. and advarKcmenl of anlhTE>polc]ey as social 
science would seem, by some itireich of the imafp nation, lo 
sujqf)eM a certain concrete kmiwlcdtie of Africa tbal would be 
darkened only by a while conscience kKikin|! inward. Rul 
Patrick Brantlmi^r has recently observed lhat Africa (srew 
“dark" only after it was Hooded with European "li([hl'*: lhal 
aboliiion really became the occasion for rac&m, and 
"humanitarian aims" really ihe stepping slone for imperial- 
ism. A languai^ coded in allruism became enacted in co|i>n- 
lalism and, what's nx:iire paradoKical. projecicd upon its own 
Victim. Branllinj^r wriies, 

fl> mid-cenlury, the sueem of the anti-sbi cry movrinent. 

Ihe ifnpiKi of the greaE Vickman cuplorers. rind the 
merier of rKJS-t and cVcilutiunan- ikKtnnei in The social 
scieincev had cofnbnied io gne ihe Bmish public t widely 
shared view nf Africa lhal dcminded im|»riali/alHin on 
moral, rvhldt^s. and scKntific grc^ndi. Il n this view lhal 
I have called the myth of ihe Dark Conlincnl ^ 

There wete whai I will call both arbitrary and Mraiegic 
factors darkening ihe conlincnl. When 41 Hyropcans died of 
malaria on the great Niger E?ipedition of I h4l and do/emi of 
others were kft sick and dispirited, the message came hc^me 
lo Slay out of central Africa, and even the wisdom of Charle?^ 
Ehckeris warned Briiairts to kave Africa "in the dark." By 
much the same logic, atrocities committed hy European slave 
traders and owners in Africa as well as the We^i Indies and 
the American South were mapped <mto the Africans l hem- 
selves. Romanlic poets at the beginning of the l^lh cenlury 
idenlinedl iht European rde of iniri^ucing "lo an Edenic 
Africa thiHc characteristic producis of civilisation; avarice, 
treachery, rapine, murder, warfare, and sJavery.''* Bui afler 
I8JJ British abolition Lsts, in need of a new cause, found a 
way to displace ihc blanir for slavery^ first cmlo Americans 
and tinaily onto Africans, so as lo create ihc need lo "save" 
them. 

Thus an Ashanti pracllcc of oB'ering humans to ihc gods, 
reponed by Thomas Bowdish in 1819,. was mythici/cd by 
Thomas Bunion in lh4U as a habii akin lo slavery. If after the 
American Civil War ihe slave trade seemed conclusively 
Afrkan, "along with such staples of sensaiionahsi io^umalism 
as human sacrifice and cannibalism, fit] Icxiked more and 
more like a direcl extension of African savagery."*’ 

So we begin lo note the more divisive ways of "darkening 
the cortiincni," which would cryslali/c inio myth the notion 
lhal Ihe "savage customs" of the natives reduced them to 
unacceplable anarchy, precluding Ihe ofic civil i/atiun of 
"true" religion and "pnigrcs-s" — i.e., "culture." <Jf course 
ihcre are pracLicat hase% for such "knowledge." Bniam's 
economic IrKentive m indusirtal compctilion with America 
made it cunvenieni to label slavery as "immoral" once it was 
no bnger lucraiive on ihe Continent Iposslhk in Britain's 
American colon les) and i^ncc enough capilal for mdusinal- 
ism had been accumulaled tut ihai “explorers" were needed 
to scout out resources and labcjur in Africa as the wen conti- 
nent. In the eiplorers' eyes Africa kxiked "dark" bccaiLse its 
potential labour pixil I unspeakably hfEiught up British 
slavery I appeared h7j and greedy as opposed to "indus- 
trious." This unfortunate condilion made obvmus the need 
for/^^w er Ito sub|eci Africa's reMiurces and labour to Briiain) 
which gave rise lo ihe academic discourse of race wilhin 
evolutionary iheory and epistemology. 


The whole eruption uf hegemonic language m aboliiiimisi 
propaganda, expkjrefs' non^fictkm qucsl romances, scient- 
isl.s' published hierarchies, and goihk: African adventure stt> 
nes for hoys supplied nol only the Victorians but alw>, as of a 
few decades laser, Holly wcMsd, with a split image of African 
eiuticism. For inis.sii.irujriessuch as David Livingstone. Afri- 
cans were weak, pitiable, infernn children who needed to be 
shown the "lighl." For explorers such as Henry Stanley, 
Afnean.s were "dangerous obslacJes" who needed lo be sub- 
ordinated and made fit for menial labour. Even viKahulary 
was sub^'ted to the needs of imperialism. 

Consider the moral hasi.s for imperial i-sm m-between-the- 
lines of Livingston's Xtissiomiry TmiW.i: "(Africans arej 
mured {v^ blcKxished ar>d murder, and care for no god except 
being bewitched.*''® Weean recall Goril/as" reknlless imaging 
of Rwandans of hoi h sicteoiypies; ibere arc ihc Balwan amm- 
ISIS joyous m iheir pnmate siaughter^, a-s well as the Kivu 
comhiil soldiers who shoot to lerron/e F^Bi-vey out of the 
Congo: hut ihere is also Sembagare. nohk l.nglish-speaking 
savage, living in pastoral freedom ar>d Chrislian inruicencc as 
domesticaled St. Christopher in Tosscy's mountain travels, 
yet bearing the machele, emblem of African dix^m, whKh is 
personified in the film's culm mat mg scene us a Doppelganger 
shadow on the wall. We also recall Fossey^s ceaseless eclx» 
accusing the Balwa as "Murderers!'^ when apes are slain m 
service of the market economy. This stv-callcd "murder" of 
animals by humnns may draw us credibility from a liource as 
okl and scLf-righicous as Livingstone, hut his messianic pas- 
sion gi>es a long way in structuring the gorilJa.s' "right to life" 
as an elhical is.sue in ihc film that lakes the audience si might 
to the rationale Ibr American "supervision" (or occupation 
or legislalion) in Africa or on any olher cimtineni, all in ihe 
tradition of ihe need lo Chnstiani/e and civilize. "The inven- 
tion of needs gtics hand in hand w flh the compuhiim to help 
the needy, a noble and self-gratifying ta.sk that aLwi renders 
the helper's service mdisperrsable,"^ writes Trinh Mmlvha m 
Womun. Aurri'e. Othrr. "The pan of ihe saviour has lo he 
filled long as the belief in the problem of 'endangered 
vpecics' lasss." 

I-LKSicy has a 19 1 J predecessor in May Craw-fntd who, 
dwelling in Kenya. wtEUe m By fhe Snowy Peak that 

the "na lives," "loving darkness rather lhan light," reseni all 
that makes for progress.'" II our pcistcokmial scnsihilily rsids 
instead lhal these Afneans resented all that made for min/- 
iton. Holly WEHxJ would still have us see thear self-deferrsc of 
killing, capturing, and forcefully hantshing missionaries a-s 
grounds for aruK^d inlervention and annexation — the ptniti- 
cal ha.sis for imperialism. Brantlinger offers us a more sinister 
anak^g for Fossey in his quolatnm from an 1K93 novel by 
Anihony Hope, The 6W tn the Car. <Jnc characlcr ask:^ 
another. Lord Hemingham, about the progress of his invest- 
men Is in ccnlral A Inca. "Every thing's going on very well," 
he replies. "They've killed a mis.sionary.'^ This might be 
"regrellahk in ilsclf,^' Semmgham smiks. "hui [ii^] iht first 
step towards empire." Need we wonder whal ihe 
murder of l-o?irfy w-as the first step toward.^ 

Her characterization in ihe f4m, al kasl, suggests the ect> 
nomic basis for imperialism. Fxpedilionisl Samuel White 
Baker predkled lhat '"ihe African will a-ssuredly relapse mio 
an id be and savage state unless specially governed and forced 
by industry Richard Burton, who lEM>k up the search for 
the source of the White Nile in 1856, was nol concerned 
abt>ut the atrophy ol Africans be found uncivilized m the first 
place. Butin his eyes they were at ka^t (and al besll goixj for 
clearing ihe land for British occupation. ni>l unlike Fossey's 
doJIar-aHlay pofiers wh<> trek up the mountakos m caravans 
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iraiS in huild tier ijiibin, irjn^pnrl her s^tJiples, 
and p]jy with her pct!i in the Ihjckviird. Their liters r>' iincc%- 
lon ^ppciir in a lurn-ordhc-ccntiiry novel a-t piirler^ who 
"hired ihemseivcsi olii like Limmiih. and iis. she ol ihe 

field I hey did their work — piiiieriTly, wishous mteKligenee . . 
Such IS The African."''' Relerred to as ‘’dense aiid uriiinihi- 
lK>Lis'* hedisis o\ hurden, thetr realdife counlerparts in Kinp 
Lei^pold's Congo found the opportunily lo enter Henry Stan- 
ley's Ibrced labour camp Hul r^JV«ey \ n,>| unleer emptiA^^ 
are merely inaimpescns: Semh^jsare piseho hnnselt as iho 
'"bcM'" of a^n.irtial trackers, yei walls I'or I'Ossey to leach him 
how tiy ]iHrk lo<r gorillas, and the Parc Paired oETieers gain 
access li> ptxachers only afitv they base killed and mull la led 
half a tk>?en apes in one fell swixip. '*' 

The farwTasy of I he facile African as malleable worker 
helped to recoup I he h>st author dy ol I he former slaveholder 
that was a pyschologieal seedbed for imperialism. Vel the 
fdm posits I he majorily of ils Africans as far worse Shan 
tractahle labourer>; I hey are oven, despoilers and dcbililalors. 
impeding Progress in the Wcsi as well as cm ibeir own lurl. 
Whrn Possey's camp is raided by whi>-knowvwho in the 
Congo and she reports to her men lor l.takey\ ^‘all my 
research has been deslroyed," we get ihe message lhal Afri- 
can liberal ion movemenis are problemalic for Americans 
Batwa anielupe l rappers, as PtwLvcv narratci Eheir ofTscrcen 
octiem^are compel led by Eheir umeless dcsirtiction c^f Beamy 
arwJ Krk>w ledge, which she must counteract. ‘’The Batwa did 
lhis?*“ she cries to Sembagarc, who replies, ‘'And their fathers 
and grandathers before ibem . . ."to which T\>ssey quips. 
And I heir sons and grandsems after them — / dm'i ihmk .wj 
. , Possey's downhill slide at the hands of poachers repres- 


ehls the “savage state" (vf Alricans mH “spetil'ically gov- 
erned" by successful pctsicohmial relations. 1 he irony, of 
course, is that m tinniiax the poachers. Public Enemy 
Number One hir world ecology, serve the Western capiial 
enlerprisc — the Cologne Zoo and Mr. Van Vccblcn.as well 
as the iie(.ico]onial economy of Rwanda's tourist industry. 
Bui such commerce (the imh one represented in the film) is 
'^backward,'' and noi "industrious." cugmg up anlhropoid:s 
and shipping I hem oil to die ol c\ploitalion: s<r I'ossey con- 
Kmually buds occasion to teach the nal ion's leaders how to 
govern their people. 

In interpreting ihis inserveniion. it is instructive to return 
to the discourse of travel narracivcs Prall examines, this time 
lo I he "landscape narrative," to consider the interred ion of 
inlormatnm. land, and commerce. She writes. 

In the htidy ol the te^t, Luropean eilleEpOw n ^cltkpnl 
nxni M uned. h|i| |hc H.kght/site os lexluali/ed consiMenlly 
presupposes □ gkibal Ifansfixmatum that, whether the 
I/eye likes i| ivr not, is already iindcrskKKJ to be under* 
way. In wanoinp prospects lit I he spatial sense . . Ihiseye 
iiitif lo be kwikmi! al pnirspeclsL m the Teniporal 
pn^vibiJllKs li>r the liiture. rcs4>urces to be 
Jc^cJtipcd. Uodstapes its be pe<.ipled i.ir fepe<ipkd hy 
i uro|Va.ns •’ 

In Gonihv the entire lemporiil develt>pmcnl of ihc narrative 
is I he consequential draEnj of impending African revenge 
against Possey for her trespassmg, for her viidation of ihe 
Rwandans' claim of lerrilory Bui the film doesn't struelure 
this action as approprialion and tratishirmaiion. Trtim Fos- 
sey^s ptiinl of view | w hich is abai Ihe camera'^), this space is 
hers — or be. tn this pisml of view the spring tispv the 
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Hdtwii CHLuislnurl, whKih fiissey ami scam arc compel Ifd to 
dcMroy, arc symbolic of I he human traps uf African slave 
traders, anU ihc anlclopc. his back broken, is emhlemaiic of 
ibc noble savage; maimed by barbaric practices. Jn this 
audience pvimt of view^ f-osscy’s firsl encounter wilh the inhe 
lakes on the confi^uralion o1 a Circle of Inquisitionisis burn- 
ing a wiEch a I the slake ("Her hair is un fire,” they tell each 
other), pfisjecied upon Africans as a ritual in which Fossey 
will be sacnliced and/or consumed wilh dcliftht. 

Bul rest assured. I VKsey has a whole history of empire at 
her fingenips. Her call Im inientaiiona] intcTscntiDn in 
Kwiinda is never made, but she and the audience have it in 
mind. It IS I he real denouement of I he film, left for ihc 
audience to etiacl. 

"Upon this rock I shall hliild my . . . Karisoke Research 
InMitule/' F-ossey might as well say al Mt, Visoke. Her stak- 
ing of ground is disckised to the audience in each voice-over 
address to Hr. Leaky of ihc encroachment of poachers upon 
*"hcr'^ gorillas, tif ihe reduced number in her Last census, of 
the escalation o! ^ell -defense weaponry she purchases. Yet 
the film^s lent constructs the identirication of audience wilh 
character on the basis of slate terror, both Ubiquitous and 
mystified m the film, "Dear Dr. Leakey . . . This time I have 
bought a gun . . . and if any civil war comes my way, it had 
belter watch its ass . , she tHusts, having been depi>rted 
from Zaire in a civil war o| which she hasn't the ^ foggiest*' 
nc}{k>n, This we hear against sweeping aerial surveys of the 
land, pungent in its hues, varied in its terrain, afforditig vis- 
ible clarity of its ''undeT^developmenl. 

Kossey's unthirikablc ignorarKc is possible because her 
authority^ as Pratt explains it. 

ettlaTuiIn from jn unlcnown iile hehind the Spfaking T — 
hehmU the periphery of whai is seen, from a seat of power 
lhai shv^uld prubabiy be hdlentiflfd *llh the state . . ihc 
L-urrrnl concept nm of the liaic as a fnffrn of public power 
vepataie from h<ilb ruler and mied. constituted basi- 
cally by the exclusjv^c right to exerene legilimalc viulmce 
within a certain defined lerritury .'* 

Thus Fossey's prcKlaimed mission in Africa, the refinement 
of the Western knowledge edifice of natural history, as well 
as her unacknowledged agenda of refining the capitalist 
wiirtd N-y^lem, allow her preferred fexus lo fall upon the 
Mountain Ciijhllas. This species* privileged positiofi in the 
narrative permits F-osscy to view the Rwandans and their 
body phjlitic in terms of ethnography^ abstracting them from 
their daily struggle qjn their own diminished land as farmers 
in a single-crop economy of an organic pesiicide for Western 
Europe, from their own social and political hustory being 
nvade. The space of the Rwandans, then is repc^pulated with a 
more governable bixly that returns Fosscy's gaje, echoes her 
words, accepts her caress — Ihe apes.'* 

A I this point it is worth examining the means by which the 
apes. arc abslracled from huiiory and re-situated in 
an evolutionary anthropology as lying somew here w 
and not tv/ere. a developnvcnta] hierarchy of Africa m. In 
James Ffunt's Anlhropoh^gical Society held that the 
Megro was a distinct species, and not a race of human-s. 
Darwin and wicial Darwinism afforded a more liberal view: 
Africans were simply a separate and infertor ''breeti” of 
human beings. At the same time research on anthroip^iid apes 
permitted Thomas Henryk ffuxley's seemingly progres-sivc 
View- that Africans were indeed not some kind of sub-human 
link between advanced apes and civilised humans; bul this 
"discovery*' was coloured by his digression.>v reporting tribal 


claims of kinship with ape^^ and Iftth-ccniury Portuguese 
talcs of cannibalism, a topic that emerged in the discourse of 
Africa nof during centuries of slavery but at the onset of 
imperial t.^m. The narrative development in iiortlimi follows 
this historical trajectory; the more dominated the Africans, 
the uKire savage they appear. 

Rrantiingcr writes, ''The theory that men event ved threiugh 
distinct social stages — from savagery to barbarism to civili- 
zation — led to a M;lf-CvHigralulalory anthropology that 
actively promoted belief in the inlchuriiy — indeed the bes- 
tiality — of the African.*'"'® And so in 1KK9 C ieorge Riimane's 
Menisi iJvofuHm m Mutt Interchanged Ihe words '’savage/' 
**pfe-hisioric man,^’ and ^'gorilta" vis a vis the Winrd '^gentle- 
man" in such a way that the finsl three actually formed a 
hierarchy, with the i^vage al the base of the evolutionary 
scale and the gorilla closest to approaching civih/ation. The 
scales seen as a '‘'natural but static chain of excellence,'*^' 
once again parallels degrees of capacity for sublet ion. so in 
fact It locates the modern '‘savage*' the starting pi>int 
of social evt>luth;!in. 

The racist premise of Ctorii^ can be traced to Charles 
Darwin himself, who concluded his book, l}ruT*ft a/ 
with the statement that he would prefer being related to 
a baboon than to a savage, "wh4.> delights to torture his 
enemies, offers up blexsdy sacfificcs wnlK^ut remorse 
knows no decency, and is haunted hy the grossest 
superstitions."^^ 

There is something satisfying to our contempi>rairy' fanta- 
sies of fck^h Africa and women in seeing Fossey herself '*go 
native." Asi she turns lo terror tactics and torture, her body is 
a screen for none of the **coo]nesi’' of her while male coun- 
terparts — neither Leakey's aloi>fness nor Van Vechlcrt's 
hardened savvy — but for the torrid melamorphtisis frtmi 
maternity to madness. The first time she catches the ph>achers 
jfi the act, Fossey hits the warpath. She snatches an African 
youth by the collar and manhandles him: she shakes him, 
thrown him down,, and hits him. The cut. a ck^e-up of a 
finickers candy bar, brings the words, "1 believe yci^uTe a 
g{>cxl buy, and I have lovely gcKHlies here for a such a giml 
boy." But he resists her ewreion. "Tie himr thunders Fos- 
sey, and off-screen her voice projecbi the rsiar of a lion, which 
on-screen assumes the image of a Batwa witch in full-head 
ma^k. 

The next time an ape is killed — her beloved Digit — 
Foisey*s face bcc-c^mcs its own mask "going native" I a per- 
verse reveTsal of Fannin’s '‘black skin, while masks") to the 
extent that, by virtue of its expression and the camera angle, 
her face bears a striking resemblance to that of Ihe silverback 
ape in "charging*' intruders into his patriarchy. Under the 
Western male ga/e uf Africa, a solitary drumbeat. A noose 
falls into the screen's frame fham abiivc. Fossey puh the 
|K>acber's head into it. She kicks away the chair he star>ds un, 
rips ufT his necklace, pockets the fetish. "7 >^/ Mm kr nu 
Adj kh or Ms mrM" cxKirts Fossey. It is a 

lynching. But for all its ‘‘Africa'* emblems in sound and 
image, it is a symbolic castration of anyone more "African'' 
than Fosscy. Her torching of the Batwa grass huts is none 
other than the heilfirc of the Jungle. 

Fobsey's link to Africa, her authority^ comes to be seated 
in the apes. When she gloats of her pistol- whipping of tour- 
ists m the gorilla park, our frame for her action is the need of 
self-defense. The apes, after all. hgure as a ’'higher species'' 
than the Africans, if fox no better reasim than that they 
cooperate with Knowledge (Others being classified and 
named and thereby *' known*' in the Ttnlorovian sense) and 
with the camera as its source. Enhancing Wesiem research 
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ralhcr I hart iNrcatcrtirtg it, the apes phy^icalty embrace ihe 
caincra. waniiniit to know ii as a vehicle throujsh which lo see 
themselves, with the some human capacily for ^If-knowledi^ 
manifest in Leakey. As researcher F'tJsscy becortirs mure and 
nvore eomumed with (tcttinijE her wairk '^fecortied*' rather 
ihan cumpkted. Knowlcdsic enters History through ihe 
camera's langiiage. As phoio^rnalist Bob Campcil shexsts 
fotXage of the goritlas, one of them lakes hold of ihe focus 
himself and peers inlo I he lens tu gel a Itnik- Fosscy mean- 
while takes a srtapshtu of the ape^s mimir ga^e. and ihe 
animal kisses the kns, a pcfibrmance which, all-m-all. shows 
up as ihe spectacle of '"research" m Fossey’s home^movie 
screening in her eahin, with its two^person audience sealed in 
the bath tub. 

"Why am / in this muvk so much?” s^iueaks Fosiey from 
beneath the bubbles, as GaHUoi asks the questii>n self- 
rencJtively. **Gu7 you*re the slory — YouVe what pieopk are 
interested in^' retorts Campbell. "Fm the Gorilla GirL^' she 
resolves, and she is liahk lo have gc^rilbs bridesmaids in her 
wedding, suggests her human male. Bui F'u$sey enjoys this 
syllogism. 

Dr. Leakey warns her about failed scientific obiectivily 
should she get too close to her subject. Bui as Fosscy grunls 
arvd gloweriK picks her hair arul heals her chest tu mime the 
apes, aping becomes the site of sclf-krKiw3ed|^, which means 
knowl^ge as an ape, in ape Jartguagc- "I Ihink they're i|uite 
cOrtfu^ as to my species." she reports, reminding us that ihe 
dbctkxiary defines the word ^'anthropoid" as both "apes 
resembling man'' and "man resembling apes." The film's tcM 
ennobles Fossey for cmulaling ihc apes: her first sighi of 
ihem aiiribuics the animals ihemseivcs wnh any production 
of the meaning "Majestic Afrka.'' They are shot from an 
eulremely low angle with a suspenscful void of sound yielding 
lo mushz thal has pre-packaged our emolions as fear and 
awe: with the reaction shols of Dian and ^emhagare, we fetl 
Ihe God-hke presence of she gorillas. Much laier In the plot 
Fossey shares her perception with her sludenls upon their 
fifsl sigh I of she apes: '^Look around you . . . This is as ch^ 
lo God as you gel . . ." If for no olher reason this kitsch 
senlimenlality resonates in the film because of its puhtical 
repercussion'^. "Gorillas don't knuW' borders. They don't 
need pavspufts.'’ Fossey deduces. "^Her" apes are transcend- 
ent. and as "*ape?' she is unbound. 

In his book. ji/j'fA, Ltieratufv, amt the A frkan WorU. Wole 
Soyinka reminds us uf ihe perstslence of the discourse of 
impeiialisni in our postmtxlern world: 

Wc hbclE Africans hav^ been blandly inviied to submii 
ourselves lo a second cpixih at cubunL/ainon — Ihn time 
by a uraversal-humarH^id abstraclKifl defined and con- 
ducted hy inJiv iduaLu whine theunes and prescrip^u^ns 
arc derived frnm the ^pprehensjon of world and fkttt 
hislory. iheir social rteuriweiN and I^Jr value sysleim.^^ 

[f we no longer can assume acquicscenc and silence un the 
part of Ihe Other, what might Africaris be telling us about 
our language and uurselvies as the victims and perpetrators of 
Hollywood hegemony? Brant linger has sfKiwn how the Dark 
Continent tunWd into a mirTw, ^'reflecting whai the Victori- 
ans wanted to see — heroic and saintly selfdma^ — bui 
(also) casting ghitstty shadowii of guilt and regre^ion."^* 

Plan Ftjssey^s career in Africa spanned the American Civil 
Rights Movement* the rise of Caslru^s Cuba, the Vietnam 
War* numerous ^'hostage crises'^ in ihe Middle Fast, not to 
mention the overthrow of the Shah irf Iran, the Nicaraguan 
Revolution, the f irenada Invasion, and. firsl of all, the for- 
mal ion of Zaire from the Belgian Congo. For si>me rea-vm 


not siaicd m the film's narrative exposiiion. she lefi her |ob in 
California with handicapped children and ti>ok up a new life 
in the volcanic rain forcsTs of central Africa, lo live relatively 
alone. She slaved there over 30 years. In her uwn sparse 
pubi teal ions outside her magazine and television coverage by 
the National Gcsrgfaphic As&ocialion, she had few words for 
Africans-^^ 

W'hal did she see in her mirror ^ze? Perhaps a newly 
emerging woman seeking an alternative to Amerkan *'civiU- 
zalion" in the primitive paradise of Ml. Viwake-' Her timrc 
period in this country was gaining mythic power m ihe media 
as an era of “drop-outs" from establishment politics, capita I, 
and family life, whether we conjure her as a Beat, a Hippie, 
or an advocate of "W omen's Lib.'* W'hat can we read in her 
singje-handed war agaimt the Batwa tribesmen and their 
'^collaboralors"? 

Dominique Mannoni theorizes that in the Western 
unconscious the savage is idenlificd with a "certain image of 
the instincls . . . and civil l/nJ man is painfully divided 
between ihe desire lo 'tuereef" the "errors' of the savages and 
the desire lo identify hinwif with them in his search for stime 
lost paradise {a desire which at once casts iFnibt upixi the 
merit of the very civilizalion he is trying to transmit to 
ihem)-"^* Because Gorttia.% m the SHm constructs iwo bask 
sets o4 Africans — ihc savage Balwa and the iranscendent 
spies — Fossey as a character can gratify bolU desires, to 
rehabilitalc ihc Batwa and to ape the apes in their harmon- 
ious habitat, with no conflict at heart. If so, then where do we 
place the character of Sembagare in Fiss-sey's psyche? As link 
more than a theatrical spcar-cairkf in the wotsi tradition of 
"Africa'' melodramas, be ostensibly serves the lest lo repro- 
duce and cushion ihe desires and fears of his “master,'' as if 
to carry her emotional baggage. If he adds light to her colon- 
izer's halo, he also casts her in ihe shatkiw of regression. 
Semhag^re is problematic in ihc Rim, because he is not easily 
reduced lo either pole of ihe teitt’s dkhotomy for Africans. 
Fossey^s quest for language and ai-'ceptance not among real 
Africans, imaged in ihe film as savages, bul arrKmg real apes, 
imaged as nobk Africans, is not structured in ihe film as ihe 
search for a lost mndcencr: instead it is articulated as an 
'BUs struggle to re<rtale the family. And Sembagare, Fos- 
sey 's Doppcigangcr, is pivolal here. 

li is useful lo recor^ider some of the theoretical assumpi^ 
lions I hat vk'^' the gaze in narrative film as gendered male 
due lo ils piositionmg within a mak Oedip^l frame. This code 
bears acceptance of Freud's account of the genesis oi female 
seHualily as the "learned foregoirig of active desire." The 
female story docs not hold Up as narrative and is replaced by 
the la k of how girh become wixnen by embodying ihe goals 
and rewards iif the male developmcnl qucsi. Therefore in 
Rims deploying the male gaze, female desire is pas.vsive. non- 
existent. or pro^ematic. Films of feminist vision foreground 
female desire and characienze il as "active" and as "actively 
gazing." 

Naomi Scheman challenges the contention ihal earlier 
llollywoix] films have broken with the normalise p^attern of 
the mate gaze through her thesis Thai a "double state of 
motherlessness (nd I her having one nor being one) is requisite 
far the heroines." She also finds that in certain Hollywood 
melodramas a gai^e that may seem decidedly female is really 
"si unted ly leniinL^t" because it is ccmscnbcd by a masculimst 
World via the gaze's incompatibility wiih maternity The 
motherlessness of ihe heroirK is ihc vchkk for the male fram- 
ing of the desiring fernak ga/c as well as the key to audience 
pleasure. 
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In Ihc Freudian C>cdipaJ scent a woman has malured by 
rvpre^ing altachmcnt lo her mnibcr and idtntifying her 
rather as her ime partni, and by leamiTig how to re^ai this 
bchas'io-ur pancm — how to desire according lo exicrttal' 
demands, to ttep desire both replaocable and passive, tf she 
once wished Ibr a penis, she comesi to wish a child, or pas$;ivt 
sexual fuiriilment hy another's sexual activity, otaf leastpui- 
mv fanm.UifdJuift/hnfm byanoik^'i faniainet/aermiv. The 
latter, I conicnd, is the kernel of audience pleasure in Ctifriffas 
iif ihe Milt . llic film^s text, framed by the i^uirticssential nar- 
rativc of the Oedipal myth and Freud's reading of ii+ hinges 
on the obedience of the heroine to the masculine code and 
her iransgressions a|ains! it+ tlnding a comroriablle re^dution 
in the myciifloalion of maternity embedded m ^hns-ilan 
m>lho]ogy. 

If in I he Oedipal complex femaJe gender identity is a mat- 
ter of questioning btsth origins (fentaJe genesis in relation to 3 
father! and sexual idcniity (femalcncss as a reK>rienialion of 
desire), Ftjsscy's self-knowledge is grounded in the paternal 
Dr. Leakey. Only as "^fathered'' can FVjssey claim hci-ih her 
social emptmerment (in this case, through her work I and her 
sexual identity (to ihc extent thal il is feminine). Thus Leakey 
IS provider for daughter Dian — not in the obvious sense 
of olTenng her professional posilion. hui in the bith mystical 
and mundane sense of paying for her cigarettes and candy 
bars, lipslick and shampiH^ not lo mem ion the edifcc of 
^'alional Gfagraphic behtrid him, from which she asks to be 
reimbursed for her nail polish and hair dryer. Let alone hb 
manty menlion of Fewsey 's fianc^, Leakey reveals his posi- 
tion of masculine rivalry even with ihe apes. When Fossey 
writes that the silverhack (patriarch of an ape family) never 
takes his eyes olT her, Leakey relorls, "The male silverhack 
mn be extremely dangerou.^ ... I urge you to keep your 
distance." Fossey character is c^tften a blatant c^jecl of the 
male ga?e: she agoniTes when deprived of showers vr hra/- 
aieres. and she renews her work permit by batting her eye- 
lashes. But she also appears sirangeJy masculine, stalking the 
mountains with endkss stamina, wTeslIing liflR from stildi- 
ers* arms. These superficial gestures give way, however, lo a 
more seriems suggestion: of androgyny in the character. 

Scheman explains that white within ihe systems of male 
privilege under Oedipal mythology, neilher a woman's 
"appropriately feminine sexual identity nor her ability lo 
assume public power is compatible wiih her being her nvoth- 
er's daughter, what is . . . compalible wiih her having been 
mothered is her morhering.’"-* Theorci really, heroines as 
mothers under the male gaze can cwily be slmctured as 
absent, effectively speaking. But Gori/ltu would appear to 
flirt with danger here. Parthenc^nelie falher ihat Leakey ls, 
both Fossey and Ro? Carr are parthenogenetic mothers, of 
nature and human alike, Carr is an Farih Mother — of the 
six-foul plants that flotid her garden, swarming butterflies 
—but Fossey 's ^'mother" as well. An American, she has a 
history of nursing American "daughlers” who come to 
Rw anda to do everything bui have I heir apfKndices removed. 
Fossey flees to her upon deportmem from the Congo and 
fintfs her vine-covered haven, lawn striped wiih riwebyshes 
and lighls glowing in ihe windows, as Oretel finds a ginger- 
bread house in the evil forest. “Good God, what happened to 
ytHi, child?” sighs Carr in embracing her Prodigal Daughter, 
"There's always war and poverty here . . . Sometimes I ihmk 
ni leave. I rievcr really decided to stay Bui each time J come 
up for air il's Spring, and Fm planting again . . . This is ruv 
home/' 

Fossey offers a similar home, as a a^mparabk Earth 
Mother, to the trapped and wijundcd Pucker, her baby 


gt^nlla daughter lhai she nutunrs back to health. The hfime 
— ils green walls, amher cupboards^ potbelly fireplace, kettle 
on the stove, patchwork quilt, lullaby mimic, framed ape 
portraits, and wiKxJen playpen filled wiih dirt and plains^ 
is an anthropi>id sanctuary for Mom and Ptip, Pucker and 
Fuppy, who all embrace at once w hen Campbell returns. Bui 
as Dian and daughters peer at themselves iii the h<Jme movies 
on the W 3 ll and Campbell annejunces, "i've asked my wife for 
a divorce,'* we noiicc that none of the three families (his wiih 
his wife, his with FtHuvey, or Fossey'.^ with apes) is complete 
m Ihe iradilional framewurk. "The right man is l he one who, 
because of the nature of ku desire for ht^r, has a claim on 
her/' Scheman reminds us."* 

Bui Fossey dtJcs not choose to marry Campbell and bear 
bis children, nor even lo move to Biymeo wiih him and con- 
tinue to bear his camera gaze; she cho4..isefi to remain tied to 
her anlhropohJ children m Rwanda. Arid, according lo 
F reud^ a wuman who refuses to weaken her maternal ptiwer 
is punished- fron really, Foisey*s rejection of Campbell is fol- 
lowed by the betrayal and severing of female, iTHithcr- 
daughlcr btmds To ihc extent that Pucker accepts her 
"nuither*' as powerful in her own righi and ret^ards her as 
phallic (Queen of the Jungle), Pucker must be era led off fby 
‘Tather*' Campcll, appropriately) and Fossey must be cas- 
trated. ''In the Oedipal complex helerosexuality bolh 
depends on and reinforces the k>s.s uf a daughler's aiiach- 
ment to her nvother^ thal attachment is most likely to be 
redLsctJVcred I h rough an erotically expericntcd bx^nd with 
another wx>man, or through I be daughter herself becoming 
another mother. It's not difficult to sec Fossey's relation 
to Carr as symb^il really erotic in ils "Africa'* ambience. Yet 
Carr docs yield her own malernal authority F'Oh, I wish 
you'd leave Africa for giHhd, before it kifb you,'* her offscreen 
voice warrt.v f^osscy in retrtmpccL) She silently succumbs lo 
Ihe required rupture of bonds bclwcen women. lo ihc pater- 
nal claim — hut whe^? 

F os-sey is parthenogcnic mother 10 anolhcr ape besides 
Pucker: Digit. Hul this ape is also symbolically her mate. 
Fossey is procrcator of all the apes m kwanda; she nett 
only prolects, saves, and revives I hem bul beslows meaning 
upon I hem as t^y'enier "languap " w ith her. H€>w ever, of 
particular signilkance ih her creation nf Digit, which is com- 
posed Within the film's frame a.s a visual reference lo Miehae- 
Langelo's fresco of God creating Adam on the ceiling of the 
Sistine Chapel- In this scene m ftorii/ai Fossey, on the right 
of Ihc screen, poignanlly reaches her righi hand, palm up, 
acros.^ lo Digil's on the left. After a montage of over a dozen 
extreme ckwe-up shots on their faces ar>d their hamls — 
reaching, clasping, retmating, re-claspmg and separating 
(Campbell's camera clicking away monientiHislyl — Fossey 
finally repeaLv the movement wilh her own hand, mto which 
the ape has left a "fncndly dcpi>sit,'* as Digit beats his breast 
in amplified masculine braggadocio. More than the crealion 
of Man hits transpired. 

For the full seductive appeal of this scene, it's important 
on a I least this iKcasion to turn to Fos5ey*s account m her 
own narrative; 

I felt I might have Ctenxd an mlangjble hamer between 
humj.n and ape . . . when he suddcrly stopped and I utned 
lo stare directly *t me The exprcMK^ii m hii eyes was 
Unfathcmahle. Spellbuund. I returned his gaie ^ a ga/e 
that wemed tu comhinc elemenu of inquiry and of accep- 

I he I hecattir ihe first giwIU ever lo tfHich me 

... I had jUil vrlllecl down cmi a comforlable rttos!s^ 
cushii>ned Hxfenia Iree trunk when , Weanng his U 
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lu he enIcrUinrJ' expF^iufl . . |^i«| pccrcJ it mc 

ihfiiiii^ll 4 UiltHLe-wiPck 4}4 v^cj^el^Eiufi as hr brg^n his slrul- 
Liii|j, j|i|iichi4:h Su4kk(ll> he ^4^ 4l my side 

and S4l down , . . SIiktc he dpf^traml EiHally related I lay 
m ibr 9dr>H'|y rxlcfulifi^ my hand, iiatm upward 

. . After loiikin^ inicntly at my hand . |h«| HnfxJ up 
and CKlcnded his hand tn touch hii fm^r^ aj^jirtsE my 
own . . . ThriJIrd at hiSh own dahnjt. be ftave vent lo his 
eschiemcfil b> a i|Uh:k ehnlbcat . . . Since ihaE day lh€ 
sp<rt has been called 9^ mi Jtf AfAom, 'Ebc Place o4 ihe 
Hands''* 

A few cliff crcnecs arc In^liuclivc here, In ihe bcutk, "'he*' u 
Peanuts^ yciunj^t male nf Group K and otherwi&e felalively 
irriignifieanl in F-cAsey; hut the filin ntakeii him Digil, a ^iilvei^ 
back entering hist virile age as a sentry and breeder in Grcnip 
4. Fiwaey dt^es speak of Digit in her bcxik — in fact, with 
much erolicism; *'l fell an arm aremnd my shs^ulders- I 
looked up mio Digil's warm, gentle hniwn ey«. He skxxl 
pensively garing down at me before patting my head and 
plopping down by my side. I lay my head on Digit's lap, a 
pKi^ition that provided welcome warmth."'* 

Digit*s death shattered her. "*From ihaE momeni on \ came 
to live within an insutaicd part of myself-’"^ Interestingly, her 
first fear was I ha I “the world would climb evangel tstically 
oitlo a 'save the gorilla' hartdwagon."* seeing Digit as a sacri- 
ftcia] vtctimJ*^ As it Ls ihe film stnicluncs him as an African 
Christ figure in his slaughierH pTopf>cd up against a hagema 
tree (cross) with head missing (instead of hanging), and 
hands dismembered (rather iban nailed). And Gorif/as made 
no small coniributKm to his legendary martyrdom as cek- 
bralcd knlay hy the "'Digit Fund." Bui Fossey^s own narra- 
live stresses this mvtion even further ^"Digil was nol killed as 
an in tended victim of slaughter by incaphy huniers: be gave 
his life to save his family — which, tragically; had been m the 
wrong pbcc at the wrong time.*'*® "*And fallen from grace in 
Original Sin/' F'oKsry mighl as well add, because in the film 
she approaches him to cradle his wounds like Mary in the 
and I, for one, find this disconcertingly rrveallng. 

The film, by virtue of a iransubstantialiEin of Digit from 
ape fksb lo transcendent African to God-like saviour, mysti- 
fies FxHisey's relation wuh him as ""Immaculaie Miscegena- 
I km.'* In the film's expose Leakey refers to the Mountain 
Gorilla as the '"fairesi of them all"': Rwanda's kval diph^mat 
refers lo Fossey as '"ibc American woman whEV lives with the 
gorillas", in Fosscy's burial Semhagare re-draws the lines of 
sight'' I the Slone mark ers) around Digit's grave to extend 
them to embrace and include Passey's in an ael of Sumu 
worship representing '"two souls uniled forexTr.'' In the scene 
in w'hkh Fossey arni Campbell first consiimmale their aFTec- 
lion, the innucrKlocs of the dialogue disclose more of the 
same: 

C.AMPHELL; I wasi amaieJ when he came so close tn 
you. 

F'OSSbV: [hgll ami t hive a il range CtinnectNill. He's 
alone, and 1 undeOtiand Ihal- 

t AMPBLLL Why isthaC 

l OSSFV ifSmti iSer paifrtj^ itxrhid* s 

umiroirar | It's nice to see i marrhcd mafl 
w ho H:^n sew . 

Thus Ihe '^gorilla girt" rrveah that she prefers an eligible ape 
to a married man. 

Before we leave this discussion of the ffedipal myth and 
lum lo the mystical nature of Ftwscy's itiiscegenaiion. I'd like 
lo dircti allcittson lo three fetishes in the film which represeru 
nol .African bul West cm secular investmenl of sexual pt>wer. 


We have already observed the erotic value of the hand: n i.s 
Digit's (as olFter apes*, figured earlier) hands iFial are soUl as 
trophies — the vety same hand that received F t^sey mto ihe 
transcendent anthropoid race, by grasping her hand, whkh al 
the scene of her death drips its bkKxl upon ihe ll> " 
glossy portrait of Digit on the floor beside her bed. T he 
photograph in general has becs^mea ubiquitious fetish m ihe 
film, entering the frame at every opptart unity to estahiLsh 
Ftisscy's relation with a '^rightful" male mate — her llanc^, 
on her vanity and her ould(M>r typewriler stand; CampFrcIL 
or5 her bedroom dresser; Digii. held at arm's lengih hefore 
F«f female gare, as she Iks in bed listening lo ihe female jazz 
radio voice singing "Tftat Sugar Baby of Mine," talhng upon 
her breast in arms* embrace as sFie dsMcs ofF lanlasizmg him. 
The only still photograph of two m the film is that of Dian 
and Digit, marking ihcir common grave. 

There is another fetish: ihe lap. both human and ammal. lI 
they can be so distinguished. Lt is only in ihe hcH^k that it is 
particularly Digil's lap into which Dian's head I alls; in the 
film this lap is Sembagare's. [>ian’s and Sembagare's rw/r 
physical contact ihrtHjghoul the text of the film (outside ol 
Ihe "^humorous" rntmleni when he gives her demerc a 
^'boosl'*) is the mxasion of Digit's dealh. As [>ian has gone 
^■jungk mad/' Sembagare grabs bolh her arms, first as a 
matter of controL but then as a conikming embrace, She 
cries. sFie falls to her knees, she sobs in his lap. The cut is io 
iFk mountain '"mi^^t.'' 

In this maternal mehKirama Fo«isey*s murder, hke Digit's, 
ullimaicly damns her (punishes her tVsf her transgressions 
against the patriarchal familyFand redeems herCgJorifies her 
as a martyr for world ecology). Her authority of vision is 
taken away. She has not kept maternity (p<Twcr) and scsual- 
Lty (desire) separate sn her relations with ihe apes. She has 
been a pari hern igenelic mother, endtiwed with sight, who 
motlvaicd the camera^ and rejetlcd Ihe *' right" man; ihcse 
are symF»i>lic reasons to Fiavc her slam. But there is a more 
obvious reason as well. 

. . .we live in a cniliraticMi wherr [he (rcli- 

prtus or stccLilar) rrprrwnialKm of lcinjnmit\ is jbvi>rticd 
by molherhr'tod . . this mothrrho^id is I hc /i^F^n' I hal IS 
nunured by the adult, man or woman, sjf a I(tsI leminry; 
what IS FVKirr. u involves tesi an idealized archah: miuher 
ihan ihc idealization of the rcLal kinship ihaE hinds US Ut 
her, ehk Ihat cannot be kualiml an bdeattzaEani 
pnrnary narcivsisin. 

JuLia KrisEeva 
'Fiiahal Mater" 

Taici 1 ithr 

FE>iisey's miscegenatbon is with apes, not Africans. Once 
Campbell leaves and Digit is killed, F~ossey is lefl onK wnh 
Sembagare, who hod a family, "bu! no more*' — they, ti^o. 
were killed. There is a very real poiential here for covalent 
borrding between Fossey and someone who is nor the “Tight*' 
man but is her closest (perhaps only) companion, confHJani, 
and supporter. The underlying fear in I he film, residing m 
both the African myth of ihe Dark f'oniinent and the Gcdi- 
pus myth of the patriaTChaJ family, is not that cross-species 
desire is castrating, but I hat miscegenalion is castrating. 

The postenpt of the film ends with a line that aggravated 
virtually every American film cTitic as much as Fi.is.scy's 
hackneyed affair with Campbell in the film: "Her death 
remains a mystery.'* Fcjssey's death is rk> mt>fe mysterious 
lhan the myth of the Virgin Mary. Mother of God, Mary 
tncarnale. Mary was at once the ETkithcr of her son, his 
daughter and his wife — the female metamnirpFKisizcsl into 
the lightest knot of parenlhosid, Kristeva tells iis.“ Fossey in 
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Gortitit.\ Digil's !iy mhcii HT nmllwr (hhe creates himj, his 
daughlrr (>bc descend.^ Imm himk and his j<wcr t it n«il his 
actual wifel. As in the myth ol Mar>' (and Jesus Fissscvtamf 
Di^in arc t ree I mm sin so as to be sYm bolkcalty ( reed from 
death as well, by their normitii>n/Hesyrrcdiori as idols of 
worship. F^isscy, like Mary, had to he priKlaimcd Quech uf 
Heaven {M|. Visokc) and. alM.i, declared Mother of a divme 
institution on canh Eimperiatism}, Fosscy. tike Mar>H oilers 
ihe prolotype of ihe love relation, romalic love aivd child love 
(bi^th directed low^ard the apes), encompassing the entire 
range from sublimation to asceticism to mavichism. And the 
Word was made F lesh. and dwelt among us . . 

impregnatNin wiihoul sesuiihtj, , arciKTcImj! to I his muiofi a 
Wi^rruin, preserved Irom ma^ulrne intemnii*^. conceives 
jtlune with a 'Third party j nHim-pcrMin. the Spirit In tIk 
rare m'llances when Ihe mrikiher o4 Jesu^ appears m the 
Gospels, ihe is infoinneif thal filial relal ukruhip rest?i not 
with the flesh but with the niiniie or, in other words, that 
any pn^>iible matritineansm ts to he repudiated and the 
symKiliC hnk alone to tail.’ 


Fosse>*s gender relation wiih [^igit ls one of pscudtj- 
wcimen s liberation.' She is treed Irom ihc masculine inter- 
vent km of the palriafchal family because her reJaiion is one 
of Thus she ts alw> "freed'' from any claim upiiin 
the 'Ternlory’’ of empire. Her threat of power as real 
wriman-WE>rker, real scienlis|-E;oj<mi/er, is subdued by ihe 
"irnmaculateness"' <sf her symhohe miscegenation with an 
African (ape). Her poicntial power as emtHidiineni of a 
gender-race alignment, a threat to the eMcnl I hat the apes are 
emblem.s of Africa. Ls negotiaicd by Fosscy VMary's/ while 
woman's I ) complete suh|eciiim (sacnlking all for I he apes): 
2) paranoid lusi for piwer (as the African (Jueen): exclu- 
sion from time thr{>ugh the represmialion of IX^rmiiion and 


Aivsumptton tthe "Black Magic'" unity of jw^ulsk 4) the imag- 
ing i»r A woman as I'nique. an a loneness attained through 
exacerbated masochLsm (both Ftissey's manydom and her 
devotion to *The highest sublimation ahert to her btkJy”).'* 
As Knsleva defirKs it. M^nherhoixl tc?day is our unci^ns^ 
clous claim lif ihe lost space of the mother’s womb — a 
glorification of it and of our right lo it. Are the language and 
Ihe meaning of her words so far from those of the myths of 
boih Dedipus ami A Inca? *'A claim for lost temlory" — the 
rafanr, the fantasy of a ''reLation.ship that hmds us to it** — as 
maricr to sittvr ; a space I hat can not he ''tocaliTed * — 
because it occupies the mythic power of hnttuuffc. 

The Configuration of power emerging in geryder-race- 
language has kmmed large over Africa long since its genesis 
as casiratbon aniiely in the acquisitkxi and (k>mirLalion of ihc 
iJark Conti nertl, Karen 1 ranberg Hansen reminds us that 
colonial nostalgia is penasive on our screens today; while at 
the same time 

I bird World countries have replaced mos[ of the fiNntter 
tmpire, indigenous persiins and new eepatriots 
templLiycd on coniraci} base moved into the bungaNrifrs 
of yester-year's snh\bi and rnerrhahibs. race and 

class relaiN»rft are being newly ncgiUi^lcd daily thy imn 
and wurtlen from diverse hackgroundv). Their experiences 
and relaticm^ at Worh and during leiiiurc tmth I™ wcl|- 
skluatcd kxaJ men and Wenmen) conviiiule an unftikJmg 
hlME^ry ol a gk^bal culture m the making wlh^e gender 
dl^fe^Hk>n.^ demand Eo he uudied.'^ 

This author recommend.s ai kasi four recent films that lend 
themselves to such a study: A'inju GreyHttir The 

Leftemi ofTarzuH. f.ortfof the A per. Our of Africa; and H-hite 
Mischief There are m hers, outside the Fmpire of MolIvTfcocxJ, 
but HoflywiMid is as gcsid a place a.s any from which lo slan. 
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AROUND THE WORLD, 

ACROSS ALL FRONTIERS: 

Introduction 

I n ihi!i I wiJI oner a lestiu^t^inol- 

ysiji Chris Mdfker^ (iJm 
Sofeii , 4,kvolvn|g my dlCenlion largely 
|thi>ugh not eiidysively) to the film's 
pattern:^ of njiiing, nnd k>ukmg in pdr- 
thcufor di Its grdphie mulches. In doing 
I his, I hope to pres ide a more informed 
for understanding the w^y in 
whieh the Him presents i is vieuer wiih a 
poEitica] and hisioricol question, that of 
I he retatiimship helween I he developed 
and the underdeveloped worlds, which 
it poses perhaps most dramatically 
when il passes across a cut from Japan 
to Ciuineu-Hissaiu from I he Cape Verde 
Islands loSati h'randseo. My tlrst order 


Sans Soleil as Bepays 

by Michael Walsh 
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bu!iirc^^ ^fcll be lo c^ploft the rhc- 
lork of Sam So/ejf us a wholes I will 
njTltliuie by ecinsidefing the |>artitalar 
iculures of the film's nionla]&es of 
undertlevclopmcni and hypcriJt-velop- 
ment. 1 uk^ this tack b<>lh because it 
seems a pr^niuclivc way lo enpape wiih 
ihc film and because I want my essay 1o 
MafhJ as a couitlcre sample to the work 
of ihose crilics ai^ theorists wbt> believe 
that pKrliiics afkl history are I or should 
be| situated outside ihe texL This is to 
say That 1 hope my essay will siand as a 
UHinlerexample bt^lh to cerlain critics 
who imagine themselves as aKive polite 
ics and to certain critics who imagine 
themselves as political slarHiatd-bcarcrs. 

However routinely I he idea thal lex- 
luality const iiuics a parallc] universe 
separale from politics and hislory has 
been descredited. it reasserts ilself wilh a 
virtually gravitational ioeriia which 
suggests sis impK-irtance to ideology pro- 
ceed as if quile traditional ideas of his- 
lory and pcsliiics are capable of cshausl- 
mg the resources t>f textualiiy. 1 hus, for 
example, while recent coniesis concern- 
ing I he political values of deconstruct 
ti^sn do include some voices aware boih 
of the politics of texlualily and I he leK- 
tualiiy of p^ditircs, there is no shortage of 
those w'btJ seem to have a vested inleresi 
in insisting on a separatLi>n between I he 
two, tLsually in order that one or the 
oiher may be judged to take prece- 
dence.* If iherc is some basis for think- 
ing that the struggle between thet>ries 
which give pndc of place tt> textualiiy 
and theories which give pride of place to 
history and/or ptdiiics is a determinale 
hisiorical phenomenon in itsell, then 
there seems less and less purpose in 
anolher rehearsal of the general issue 
involved- Ihus my interest in examining 
specilic images and specific sounds from 
a specific ftlm. 

I do nol suggesi thal to purs^uc ptdili- 
caland lexlual quest kms simultaneoiusly 
is an original strategy, since of course st 
is not: what I do propose is ihai it is 
ioHiinsiouKh necessary to coniesl the 
separation between pfiliiitsand the icssi, 
continuously necessaiy to establish the 
extent to which what we know ^nd 
what we donh know) abivut capitalism, 
racism, and pairiarchy is b^iund up with 
what we km>w (and what we ckm’t 
know I abeiul Him and video. I say '"and 
what we don't know* in order to make 
clear the extent to which my textual 
analysis will pursue a pKditicai ^liesliarrH 
a p.ditical opennevsn even perhaps a pol- 
itical ap^pna. The global compass and 
sensitivity to the people found in Aiint 
make il a film capable of engaging 
with the issues ol uneven ileselopmcnt 


and unequal exchange m biUh the ms^st 
philosophical and the msist frankly per- 
scpnal of fashions^ yet that is not to say 
that we are provid^ with any very defi- 
nile resolutions concerning these char- 
acteristk: pi.swcf distributions of late 
imperialism, finally. I will suggest thal 
the significance of Soieii lies pre- 
cisely in Its openness, both in the formal 
sense thal the film’s subject -mat ter 
becomes indistinguishable from ihf style, 
and in the dialogical sense that those 
who sec the film may gain a new kind of 
access both to those issues it raises and 
thtise it elides. 1 mention ihc laitcr since 
I do nol warn 4>penness to function as a 
mere convenience, a poliltcal ca[chall. 

Ol s*Orlefitatlori 

S am is surely among the mt^t 

physically beautiful, the most 
inventively edited, and ihe most lex- 
lually stpphislicated of reemt European 
lilms m .15 mm. tt bears serk^us compar- 
tsons with Venov. Eixnsicin, Kuleshov^ 
and Medved kin (all of whom have left 
their distinclive imprint.*; on it I ar>d its 
appearance in North American has 
rekindled quite widespread interest in 
Marker's work.* Whatever the value of 
recent films by other veterans of she 
French new wave. Marker is arguably 
thc only filmmaker thal generation 
whiwe work of the represents a 

genuinely decisive advance over his ear- 
lier record. Perhapis this should be 
ameridcd to read "whal we know of his 
earlier record,” since a number of 
important films by Marker remain 
unseen in North America, including Si 
TAvat^ Qutiirt' Dromadafrei (196*) and 
Lr ^'amf fV l/Ajr ( 1977|, the 

Sl.ON group's colleclive study of 196K 
and Its aflermaih. That peruMl still 
weighs heavily on ihe memory ol .Vcfur 
SaM. as well as on ils nvedaiations con- 
cerning memory: to represeni the Rim's 
vacillations between pi>litical demorali- 
salLon and resurgent optimism, we 
might paraphrase its k>cuiion concern" 
mg Its favored female pi»et of the Japa- 
nese Heian perkHJ, Sei Shivnagon, and 
speak of its "disc reel pc>htical melan- 
choly". .^1 ihe same lime, il is imps>rtant 
to unticrscore that Sam AWei/ is deci- 
sively diHerent from works by certain of 
Marker's contemporaries m which polit- 
ical disapptnniment has given rise in the 
simple climinalion of polilical con- 
sciousness from ihe text- 

As IS clear to anyone who has seen 
.Vrirt.i Soieti, il is abi^ut Japan, aht>ut 
Ciuinea-Bissau. ahi>ut a number of 
other places m both ihe First and the 
Third Worlds, and aboui cinema ~ 


about seeing, hearing, showing, know- 
LUg, speak mg. and wrinng. However, a 
simple majorily of images in the film 
represeni Japan, and before I embark 
on an analysis of the film's patlerns 
editing. I want to come lo an initial 
undcrslanding of its global compass and 
tcmp^iral ambit iousness by ctmsidering 
il in Ihe coni ex I of a certain Western 
fascinatbn with Japan, that fascinalion 
With an tHhertievs which is also a same- 
ness. insiifar as Jap^in is ihe k>cation of 
the only fully-dcvekiped eapitalist eeon- 
omy which is rml Weslcrn. Even while 
students of Japanese cinema have 
fiKussed ever more reflexive atteniion 
on ihe complexilies of cross-cuUural 
pcrccpioin (see l ehman, Kirihara, and 
Nygrenk I bclive that this question of 
I be singulariiy Japan as the one norv 
Western country which participates 
fully in the p^dilical economy of the 
First Wt^rld has gone relatively unexam- 
irlcd If uSirnr Sa/Hl gives il-s viewer cause 
lo ponder the relationship between the 
First and Third Worlds, iLs first nKive is 
a dis-Oncnlalion, a pi>etic meditation 
on the one region of the F'lfst World 
which Western viewers see as Other 
Such a gesture is ccnainly politically 
risky, ihreatenmg to submerge our 
understanding of imperialist pwiwcr in a 
play of more purely cultural difi’erences; 
however. I will suggest lhai the tactic 
proves finally politically salutary. 

The thinkers from whom 1 have 
learned to appreciate such singularities 
include Perry Anderson, wJ'hj along 
with Tom Nairn has been at work for 
rnore ihan iwenty years on the conse- 
quences for Britain of liaung been the 
first and for some ume the imly u'ldus- 
irtalised capilali^l nation. Also infiucn- 
lial has been Ntiel Burch, who offers an 
earlier singularity in Japanese hisu^ry as 
the firs! and niosl basic explanalion of 
the difference he perceives between 
Western and Japanese films: 

111 iwi? ihouMind years of 

nctordcil hisuiry. no part uf .lapa- 
ncse [erfUitry hid ecef been olcu - 
pted until ihe IWI5 defeat Japan 
wa'^ never vuhieeltd lo Ihc wmi- 
Ciitsimal Miitus which wj'i t "hina's 
fsif ihwer 1 ccnlury. or lo coillpltlr 
<nsb^cTnmt IS were I-gypt and 
Indii. She 1% the t*nh rna|i3r Risn- 
w cslern counlry lu have cscapcvl 
Ihe ciikmial yoke. Het eirKiTia, tif 
course. Ls hul 1 rnimir cofisc- 
querwre of ihiv crucial facL which 
ill turn is one of # -rfries ivf hivUpri- 
eal fealures by which Japan nu> 
he hJenliried iv belonging Mmul- 
lanciHJsly to ses-efil ipparenUy 
imcompjtihlr types jnd 'ilages ol 

htsuvncal devekspmenl. <27> 
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lo pill the skiimc hasiu rExa^iEh>n m 
I he C{>nic?(l of ihc ticbjte on "the devel- 
opment of iinderdevciopment." con- 
sider Andre Crunder J r^ink's aeeouni of 
Japan's esi’itpe lR>m uinderde^ch^pineni; 

iFtlernalioFiallv, of eouivr The ela-Sr 

VIC cavf of induviriah^AlHin 

Ihrouiih nonpanieipjljon av a 
«4il;cnile m The capitjli^c itorkJ vyh- 
[em is nhviouvl^ that trf Jitpjii 
alter the Mein rcvtoratiiin Whv, 

<Hif may avic. wa'i frmurce-pihir 
hui unv^lcJ]i/ed Tapan ahk to do 
VO . . . ? . the fuiHlamenial rea- 
V4in I-* Ehal Japan Has ehH vJ^e^‘ 
li/ed durin|£ enher the 
or I he ^leiji pernhd uml Ehertlhre 
did nol have nv deeeloprneni 
vEruefurally J united av did Ihe 
eEHinirm * huh Here hs MlclIl^eJ 

(Ml 

My purptiMT in vdpplyin^ ihevc lii- 
ath>nv is to that a certain 

ern perception tif Jjpjr) is bound up 
with 4 formalive, grudftinj;, half- 
Conscioov. half-phobic underMandin^ tif 
fhc uneven de vehement of the jiJobal 
cconomsc syviein. Japan has Jong been 
seen m the We^i as a vticiaf tormalion 
within which the shapes of modemiEs 
haw been uneasily ^upenniprtsed on a 
feudal underpinning, ailhouifh ihal per- 
cepEion has been Encrcasin|>ly super- 
seded by anolher equally uneasy notion. 
Ehat o| Japanese hyperdevciopmcnl 
oulstrippini^ the WesEcrn ccE^nomiei^ m 
Siectors such as elecltonis's. auiomo-bik-s, 
shipbuildints. and steej Whal hsjih ideas 
have irt ccminu^n, however, is an impliLit 
sense tbal jtti>Kal developmcnl sluniJd 
prtHeed wiih regularity, atoni? with an 
impticil recopnrlion that in practice such 
development is uneven, It is imrKmant 
k> undcrsland ihat a recognition of 
development as uneven is nol neces-sar- 
ily a recogniliori of devcj<Tpment as 
unetjuali yel since Ehe Jatief Ls scarcely 
invagi nahie m I he absence ol Ehe former, 
we arc probably sale m assuming that 
consciousness of the lormc r represents a 
measure tjf ideological prKngress. 

The uncertainty in quest u>n is shared 
lo stime eitent even by Burch, wnh his 
formulation that Japan nvay be idcnii- 
Tied as bcl’ongjng simullaneously lo sev- 
eroJ apparently incomp^itibJc types and 
stages of hisEorical de^ ElopmcnE'''. Such 
pcnceplions remain avadahle for the 
abusive pro|eclions of Orientalism even 
when I hey originate wilhin radrciii tradi- 
tions in the West, consider Burch orKe 
more, grappling with the scandal of 
Japan a.s an Asian nation in which the 
A sialic mtHlc of prixluclion as dellned 
by Marx was ivever more than "sub- 
marginal"' or vesiigjjl.<.^) liiuv ii is 


sometj lives true that whal is consKlercd 
mnomalou.s m Japanese development is 
aclually more instructive ahoul Lum- 
ped n capacities for repressing or gk>ss- 
ing over ibc contradictions m (he his- 
tory of the West. V'eE the quesEiniJn of 
even and uneven dcvelopmcni sec ms 
riEmelbciesv poienlialty very hclptul m 


the study of a liJni which la\ ivhes such 
alien E ion i>n Japan, and mediEjEes al 
s^uch length on ihe 1 hjrd World, while 
rest nci ing its representations t>f the 
West m a sequence here and a shot 
I be re. t'ertam ol ihtise sequences and 
shills are admilledly very sinking, a.-^ for 
example when we follow Hayao 
Vamenelio i^n his lour of the kvcations 
of Vmifso, or when ihe enoricism and 
otherness of any putative home base is 
elahs.^rated via ihe idetigranis and emus 
Elf Ihe lie-de-Lrance. Vet il remains clear 
I ha I Ihe bulk of ihe lilm's erhrrgy is 
expended on J okyo and Ciumea -Bissau 


rather than MEintepilloy and San Fran- 
cisco; what IS impressive in the trcal- 
ment of ihe la Her localisms aclually 
derives in pari from iheir infrequency in 
ihe film. 

At one or two moments, the voi- 
ceover in Sans cEimmenls directly 
on the film's many pas-sages from the 


hyperdevelopmetiE of 1 okyo m the suh- 
Saharan deserts, and denies that such 
pa.ssages seek lo develop contrasts, 
Irtstead, the film prsiposcs to focus on 
what may link ihc difference of ihe 
Sahel from ihe Wcsi with ihe difference 
iif Japan from the West: 

Me used Eo wriic eo me; Ehe ?Sjihel 
ts mjl only HhdE IS shniWTi ol II 
when u i> loo late. IlSa UnJ 
JOHughl seep^ inu3 kke w*Eef inKi 

d leaking b^idi. The animab resur- 
recEed for the Eime of a carnival m 
Bissau will be peirkfied a^iiALn as 
s^Hrnasa new AUM:k has c hanged 
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itK !4VAniiah iillii M This u 

a staTF chT surs'ivfll that Eh^ mh 
Ci^nl rm haVc ftif gt^vtich . with one 
c^eeplKm — you wart — J^pjin. 

My diHasliiial C>omin^ and pLoirtp 
are nol a search fur aanirasis. 

I hcy are a journc) In I he tWu 
tsiircnw poln taf vurs iMl. 

This commentary i& accompanied by a 
graphic match which links ihc horns nf 
an aniirtal kimcd by Sahelian dmughl to 
the papier-mache hums of parlicipants 
in a carnivali in Bissau; after a transcoji' 
lincntal passafse by w ay of footage from 
ihe Apollo ] I missitHl, the carnival in 
Hi-sMiu is in its lum maiched with a 
sneet festival in A Tokyo ncigbboor- 
hotxl. In the hope of providirti! a more 
tcslually-informed basis R^r the undcr- 
starxiing of this reflcji by which the film 
links the fitsl and third world, I want al 
this point lo prt>oMd to my analysis of 
ihe rheKJfic of :S£iiif Safeif as a whole. 

Textual Analy eia 

S nni begins with bLack leader. 

With darkness, wi Eh the condition s^f 
cinema Its Hrsi image is a casuaHy 
beautiful shol of ihree blonde thildren 
on a road irt Iceland, which a female 
voiceover ascribes to the camera of 
someone else, her correspondent, and 
identifies as hts "image Ejf happiness.'’ 
Ibis establishes ihe basic fid inn the 
film* whereby the filmmaker wbuse 
images we set is bolh everywhere on I he 
globe and ycl nowhere to be found, as 
well as inaugural mg its iniene^tualiiy: 
Marker's 1962 short Im Jei^e begins 
with an image E>r child hood, while his 
1971 short,. r^cijfl fin Man he (Ami 
Tkf Trmtt kails On I, w as tlesigncd lo 
precede screenings of Medvedkirt's 
Happitiifss. The voiceover goes on 
describe the filrnmaker^s difiknlty in 
linking the nnage of happiness to any 
other shirt, thereby posiog the question 
of montage which will reverberate 
thr^mghirnt this most heavily edited of 
filim When a second shots does none- 
theless appear acquired IcHHagc of a LIS 
warpLarte sinking dramalically into Ehe 
bowels id an aircraft earner, the image 
of happiness has found il-s antithesis, ihe 
film’s political dialecuc is underway, 
and its inlenciituahly has been unders- 
cored: Im Jew ttm begins by combining 
shots of children w ith shirts ol airplanes. 
This second shot gi>cs unrema rked by 
the vuiceowr, even seeming lo conlra- 
dicl what the voice says about the nim- 
makcr wanting to put ihc image of 
happiness ^'all alone at the beginning of 
a filmJ' Ibis esiablishes another dis- 
lancc. anolher difference, this time 


belween image and speech, alihcKigh the 
speech in this case is aclually writing: 
the voice reads lellers from a ficiional 
filmmaker named Sandur Krasna, in a 
fashion reminiscent of I all hough also 
distinct from) the soundtrack of another 
corttempi>rary cily symphony* Chanial 
Akerman's AWt This diR 

ference also ini [mates ihc distance 
which will open up wnhin the sound- 
track Itself* between the measured 
pKtic cadences of the voice and ihe 
busy swirlings of electronic sound whieh 
will surface on ihe soundtrack and 
la.sl thmiighoul. 

As perhaps begins to he evident* .Vanr 
SoltH in Its entirety can be said to exfol- 
iate from this mitial pairing of shots, 
and I intend to linger on the sense m 
which this first doublet of images, separ- 
ated by black leader from ihe trilingual 
main nfies, and by ihrwie titles from the 
rest of the lent* inaugurates the rhen.ific 
of the whole film The proleplic value of 
the first two shots is perhaps m^wt liter- 
ally evideni in the sense that we later see 
a closely comparable m^mlage. As we 
have noted, the film makes many inter- 
continental journeys across cuts, pass- 
ing from a shoreline m California to a 
shoreline in Iceland, from images ot the 
revolulionary war in Guinea-Bissau lo 
images of anli-cokvnial demtinslratmns 
in Portugal, from ihe death of a panda 
in a Tokyo zoo lo Ihe death of a girafl'e 
on an African savannah, from a child m 
Japan lo a child in Africa; on the Last 
cjccasion, however, the journey Is made 
by Polaris missile, thus bringing art 
image of chiklhiMKt once again inlo con- 
tiguity w ilh an image of weaponiv. 

More broadly, the firsi i wo shots also 
inlroduce the film's motive tension 
between the spimlaneity of verile images 
and the carefully calculated interven- 
lions of editing paiserns* which proceed 
now by I heme, ntm by asscH ialion^ now 
by dispjsition in the frame, now by 
ca mera angle, now by screen di reel ion. 
Such maichei leap audacit>usly acrirtts 
cuts from Japan to Iceland to Holland, 
from iwiginal to ht^rrowed li» found 
toolage, from film lo letcvi.sion video. 
Thus a lighthouse on the Cape Verde 
Island of Sal is graphically linked with 
the ruined lower lif Mi>ntcpinoy m 
France, and birth are compared with Ihe 
long January shadow of a bonze in a 
Tokyo plaza. Alternatively, an African 
heron is linked with an emu in the Ilc- 
de-T' ranee: the camera closes m on the 
emu's eye arid I hen cuts successively to 
the gaze of art African woman and to 
the eye of ihe Japanese figure of the cal 
which salules. fThe film's fa.vcmation 
with the eye is openly ihematized by ihc 


voiceover, rccumng in everything from 
the redeployment of the credit sequence 
of IVrrjjfo to the documental ion of a 
Japanese ritual in whkh a viclorkms 
pciliiician paints out the eye of a totemic 
figure). Llsewhercp ihe statue of a camel 
m Africa is folU^wcd by the statue trt a 
policeman on Japan's Sbiba coasi, 
which m its lurn is displaced by a 
closeup on the while gloves Japanese 
bus-ndrivers have in ci^mmon with Japji- 
ncse policemen; through the windi>ws of 
1 he bus, we sec a Kenes of shirts i a sea re- 
crow, a pile of junked cars, an airplane 
parked in a carnival) which resume ihe 
idea of stillness in the place of motion 
with which the statues began ihe 
sequence, Elsewhere ycl, the video- 
synthesized image of a kamikaze plane 
IS displaced by the filmed imaj^ of the 
wing of a conlemprrary jel high over 
Africa, and a shert of dt>gs frolicking at 
the waterline of a sandy beach t* fol- 
lowed by an overhead in which desert 
dunes \ook like waves. Irt its turn, this 
lasi shot is followed by an overhead in 
which an Alrican woman gazes from ihe 
deck of a ship oui over the passing 
waves: this imagi; proves lo be one of a 
number of faces which are Ireeze- 
framed, and thus opens onto iwi-n of the 
film'^s cHigiiing rnedilatiims. lhal <yn the 
krtJk of the filmed subject, especially the 
woman* and that on silliness and 
mnlion as ihc basic constiluents of 
cinema. This last is a pankulaf obses- 
sion in a film tascinated Nrth by statues 
and by every kind of animal ion which 
the lele vision sets, video games, cemuc 
bi>oks, hillbtuards, and advert ising emb- 
lems of Tokyo can provide — wc watch 
the inflalion and deflation of a plastic 
sanophi^ne, follow the gesilures of a 
robot representing ,li>hti Kennedy, ride 
into outer space on an animated iram, 
and fislen lo a discussion of Pac-Man as 
a social metaphor. 

If ihc question of moniHge is thus 
pcTsed in terms <if graphic match and 
mismatch, il may alM> he considered m 
terms of morcelabi^raie stralegies. Con- 
sider for example the Fisenstemtan 
montages of Sunh Soifri, both textbook 
instances and genuinely surprising rean- 
imations of the Kussiiin's technique: 

I bus Ihe passage from the depanmen I 
store rncchameal figure of Jnhn 
Kennedy hy way of fisirtage of Mr. 
Akaoof the Japanese Pairiolic Parly lo 
images of the struggle against ihc air- 
pon at !^ariia. Thus also ihe dialectical 
siruclure which takes us from a 
sequence examining lalc-nighT I V por- 
nography Via the outsirelched arms of 
Pope John Paul II to ihe eslablishmenl 
m Hokkaido which provtdes an uncx- 
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pcvliTiJ oi the prcvinu!^ amini- 

ditliun h> i.'uitihinin|i! the tynclion^ ul 
rfx Lhjpe:L and mj^jum. 

If the firM two shoLv dt> wm so jitt- 
ery tivfi, so emblcrriiitic of whal is lo 
ctinic, we shinild not forget ihe frames 
of biaek leader which pretede, separate. 


and follow them. For, a-s wt have noted, 
bLaek leader is not rK>lhing: it is the dar- 
kness which is one condition of einema 
and which, acc^irding lo ihe Roland 
Barthes of '’Fin 5w>rtanl du Cinema/' 
resumes thal melonym^ of darkness 
which includes the slreet {Hitside and the 
inietiur of the theatre. The hbek frames 
thus represcnl [he first hini of ihai 
metacmeimtic scnsihiUly which informs 
and organizes Sharker's eolirc vision of 
Tokyo. That vision first begins to 
enlarge when it transpires EhaE the shols 
which follow [he main lilies are a long 
senes of images of passengers sleeping 
on a Icrrytxnil heading from Hokkaido 


back Upwards the southern islands and 
Tokyo. In beginning -Sdas Saifti proper 
by lollowmg a goiup of citizen.s trom 
pre-dawn sleep to wakefulness. Marker 
echiics the stralcgv tif Verloi' in .i/trzr 
if ijA .4 Mm jt' a film w hose 

initial ligLires of waking E hi^vc drscussed 


elsewhere in terms of iruHlulatum in the 
stihjTctii ily of the speclaior who has 
just begun to sink into his seal, lo sur^ 
render his mobility utid u quality of his 
alertness | Walsh I'JK.^). When Ai/nr 
,Vo/f i/s voiceover speaks of '^wailing, 
immi.phiJily, snalches ol ^lecp'\ it could 
be speaking of the cmema spectator a.s 
easily as the f^okkaido feiryboal pas- 
senger, and adds ihc further melaci ne- 
matic tw ist by which the sleep it depicis 
is caused by motk^n, the motion of 
transpivrtalion fsec [>o;inc and Kirby i. 

All this underseofes whal we have 
already niPlcd as Marker’s abiiny to 
insert Ihe niosi apparcnily occasional 


footage into editing pallerns of density 
and profundity, in the case of the ffok- 
kaido ferry, ihe voiceover even goes out 
of Its way to reintorce ihe impression of 
insigniricance^ saying "Tve been around 
the world a dozen ttmes and now only 
banality interests me On this irip Tve 
pursued it with the relenticssness of a 
bounty-hunter.’' When the ferry 
sequence ends with the dawn arrival ol 
the bullet train in Tokyo, il also points 
us R^rward to a later sequence, already 
established a-s a tour-de-forcc of editing 
in a film so full of bravuras. Ibis is the 
dream sequence in Ihe Toky^> subwaVp 
owing perhaps moa^ to Kuleshov than 
to Vertov, and dcvck>ping verite lootage 
which catches iis subjecls rw^l only 
unawares but actually unconscious into 
a poetic meditation on both moiii^n as 
the basis -of cmema and the perennial 
metaphorical equation of film and 
dream. Beginning with a hundred 
['okyo hands buying tickets for the 
subway, passing through a reverie in 
which steeping subway passengers are 
provided w ith images from the previous 
night 'it TV' as iheir dreams, arvd con- 
cluding with a figure of waking under a 
Japanese billboard for Scorscs's 
HuiL the subway sequence is ant>ther 
remarkably evocative treatmeni of 
sleeping, dream tng. and waking as I hey 
relate to the experience of the cinema 
specUilor. 

flow-ever, if we exarmne ihe sequence 
in search of aitpects which will lead dis- 
cussion toward what remains unesam- 
incd, W'c might consider s<vrrK hints 
regarding the inteneJit and especially 
I he image of the upraised hand so ubiq- 
uitous in the film. In a sense, these arc 
one and the same. If .Vu/tj makes 
reference to and Apocatyff^t 

AW as w ell as flw//, it is nonethe- 

less clear that ihe really impcmant Hol- 
lywood film is which is rivalled 

in iniertextual significance {>nly by 
Marker's own earlier films, particularly 
/rf/r. Es'ow’ what links 1^3 and 
fVzjig*! is precisely this image of the 
outstretched hand and planting finger, 
and the unlikely claims about time and 
mortality which are associated wilh it in 
the respective fid ions; in f 'erfjj^o. Made- 
leine tells SccHiie [hat she was born and 
died wtlhin a pentsd of the past denoted 
by Ihe rings of a sequoia tree, while ibe 
hern of [ji points outside a similar 
tree lo indic^ate that he comes from the 
future. Jn the latter film, however, the 
image of the outstretched arm and 
pivinting rpngef is graph luiJty linked 
with many other images, parlicipaling 
b<.ith in a tong series of dramaiic chia- 
rascuros and diagnnah and in a modu- 
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lalior of mc^inin^ whitN 

hird^, wm^s. and slulli’d 

maimjh. 

jth the ^siiM^plion of a singlf Ugun^ 
of wakm|!, fMJi iee miidf up colirsrlv 
of sliUs; ils cliim^ii'lic iwcquciim, m a 
of riutury!! history aiTion|{ I he 
frt3/cn ps^stur-fti ot slulEed auinials and 
huds underscores a nielaL'incmalic acs- 
Ihelic whit:h lcH>ks backward lo Marey 
and Muyhrklfsi: and forwarii ins Vi/ni 
Sofeii. ! say this hetatisc ihc laller iWm is 
also full of oiitstfetehed arms, poinlin^! 
lingers, frui^en pictures, animals, and 
hErds. I he ^lure original K hmrrowed 
fri>ni yiTif^it is uhiquih^Lis in Vwni 
.SVi/e/f; aiming mimy osher insianccs, it is 
rcdiscoverctl in those hNiarding the sutv 
wa v fftr I he dream^sequence. in Ihe 
aequiml foi plage of Ami leaf Cabral 
waMJig giiodbve lo the shore, in the 
miajk^ of members of ihe African Pany 
for ihe f ntfcpcndeiKc tTf (iuinea-Bissau 
and ibe f’ape Verde Islands iPAKiC’) 
exchanging greetings, in ihe posler id 
John J*aul 11 ^hieh aecompanks an 
es hi hi non of Vaiican ireasurcs. m the 
kimont^'d sxmi diinters of t okViK and 


in I he small votive ligure of ihe cal 
uhieh salutes, an linage Eo which 
Marker returns again and ajuiin. 

.Vurti ,Vo/eir!i voiceover describes 
Tokyo as a cily full of “mediating 
animals"', and the cai which s;dutcs 
becomes a relay, linked wilh ihe filni's 
equally numerous images id slaiues aivd 
anitiiiils. The mcssi curwiry renection un 
the film will recall ihe liinJa owT the 
statue of the fallhlul dtsg Haehiko, and 
ihe long scries of ammal tableaux in the 
sex shiJp/ehapel, as well as varUriis 
images Ilf dolls, mechanical human fig- 
ures. model bears wiih revolving heads, 
and colonial monumc-nis <wuh upraised 
arms} knockexl over by the PAIGC. If we 
refill lhal early in his career Marker 
assisted Resnais on l.es Siaim'^ Mi-unm 
.^ui.o f 1 95(1-5 J), we should begin to 
understand lhal ihcelTori of .Vuhs St^ttrri 
to link animaliiyy aninvalion and anim- 
ism IS no idle play on words. 

Conclusion 

T he reference lo animism brings us 
lace lo face w ilh the second of the 
momenls at which Thu lilm\ voice- 


over speaks direclly nf she relalionship 
between; Japan and Africa. While the 
image track aits ftiTm a Japanese festi* 
val in which flower petals are dropped 
on the heads of participanis id an Afri- 
can nEual mvEilvingan identical gesture. 
Ehe voiccMwer muses on l.evi-Stnniss' 
idea of I he "p^iignanLy of things" and 
ihc pxissihle rclcvanee in Japin o( Aln- 
can animisms. bJifW Sant .SVifril does not 
invariably make ihe 9tilfTrnilc g>urncy 
friMTi Japan to Wcsi Africa by way <d 
ihe graphic match: consider, lor eiam- 
ple. the tlashaitting which insens the 
di^ubledccker buses t>f I'okyo inicj the 
Cape Verdean desert^ and ihe sound 
bridge which explains ihe agnation of 
wild dogs on a Cape Verdean beach by 
playing Radio f Lingkong^s short wave 
announcemcnl sif ihe beginning of the 
Chinese year ol the waler-dog- Vel the 
graphic match h clearly she rhelorical 
mainstay of the image-lrack, and ccr- 
rainly the figure which most roulmely 
etfects ihc piissage fnim the Tirsl to Ehe 
Ihlrd ^A'orld. Indeed, relationships 
bcEween shots are crafted with sulTicienl 
care and resourcefulness that al 
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iriivmcnu wc mighl speak more aceu- 
ralely erf ihe cturitTpfiial malch; thus the 
film shouii LL^ fihJli&iAe ftortl a dalf- 
buiTiing nlual iin Japan in u-hich wc arc 
surpri^ ta see a white woman (pfr- 
^umahty a Ta^irist) celancinjs al the 
camera, then pas.^rs in a shot from 
Africa m which a black child glances oE 
Ehc camera while we are surpri^ by the 
presence nesl to her of a blonde-haired 
whiie-^kinned dotl. A few minules ear- 
lier, in the ctJmparisnn of sircet festivals 
in Bissau and Tokyo, we have been sim- 
ilarly ihrown back onio our Hurocen- 
irism by Ehe surprise we experience ai 
I he image of an African reveller wearing 
whiteface: ihc film works regularly to 
creaEc such disorienialinns^ as for 
example when I he soketsver remarks 
Ehiit I he most irKomprehensible of all 
images im Japanese television are those 
of Lech Walesa and Gerard dc Nervah 
i.e. those of Europe. 

If al this point we have ct>mpletcd al 
least a rough survey of the tilm's remar- 
kably irivenlive paEEems of editing, the 
recurTcnce w ithin ihcsc pallems of such 
dizTvmg transiLs from Asia to Africa 
reiums us to our motive quesiion, ihai 
of de ve to pm en I « underd e ve lop m en l , 
and ‘^ihc development of underdevel- 
opment." This last phrase^ the litle of a 
landmark essay by Andre Gunder 
Frank, is nveant to suggest that under- 
development is rvot a neulraf icrm, 
merely descriplivc of a mere happen- 
slance, bin that it is the name of a con- 
d II ion aciively and sysumaikaily vi^iied 
on the ptxtT countries by the dynamics 
of iTKtropolitan L-apitalism; 

It b generally held Ehat HHinHifnic 
deielL^pment iiccui^ Ifl H 
!>iion iif Capilali^l stages and ihal 
kuljy^ untkrd<tek»pcd oiunirpes 
lire siiN in 'd stjgr, S4HnelLmcs 
depHTlnJ ah an ttriginal Mage uf 
hinliiry, UmiUgh whkh ibc iKiw- 
deVekiped counlnes passed king 
ago. ^ cl even a nKHkst jw-ciuam- 
tanci; Wiih hihlury shows that 
u ndcrdcs clopmcnl is nul original 
or ira^liticirul and ihaE ncilhcr Ehc 
pw^l mkr ibe present ig Ihe ynder- 
dci eloped si^LPitrieN rewmWe m 
any irtiptirtant r-npccl. the pavl ol' 

I he rum-ilevclHipCt! tOUniFies. The 
now 'deve loped ciiuntrics were 
never andferdeveinped, Ehi>ugh 
Ehey may have been omks doped. 

hiMOrieal research demon- 
slrales that conlemporary under- 
dcvelopmwnt n m large pan ihe 
h isEiinral product id past ojiii coi> 
Einumg economk^ and other rela- 
tKulk. between the saldjle under- 
developed and mclropoliian 
nikW>develt»f>ed eounlriev. furth- 
ermorc, ihese lelatKsns are an 


essential pan ul Ehe structure at^d 
devclopfnenl iM the capiEalist sys- 
lem im a wrc>fld scale as a whi-ilr A 
related and abo largely emirwous 
view IS ihai ihe deselopmeni ssf 
ihtse underdevcEoped COuniries 
. . . will be generated and siimula- 
ted ■ ■ by diffusing capiial. in^kii- 

tUliona. values, clc hi them frs?m 
the international and naiional 
eapiialisl metropoks, HistiPncal 
perspeclise bused on the undcr- 
devekiped countries' paM expr- 
nente suggesEs thai, tul I be am- 
Erary, . . economic develE^pmenE 
can only sjccur indtt^ndenlJy of 
most of these relation of dilTuv4im 
[Rhodes ?> 

In other words, there » no guaraEitee 
I hat the intrinsic benevolence of the 
World economic system will slimulaEe 
the develop men I of underdeveloped 
countries, and much evidence lo Ehe 
contrary; as Arghiri EmmanueFs 
Unequal Exekanf^e and Samir Amin's 
Vnrqiuii Devefopmem have shown ^ gl<v 
bal capiial has much io gam from keep- 
ing the poor countries in structurally 
subaltern poshior^s. If fhc vertigo 
induced by Sani Safe ifs abrupt passages 
from Asia to Africa and back suggests 
the difTiculty of thinking in images ihe 
relalionshtps beiween I he world's mosi 
developed and its most destitute 
regions, that very venigo and that very 
dirricuEly arc also indicatioris of ihe sig- 
nal piolitical importance of that imagi- 
nation; as Gunder Frank also observes, 
mourning body of evidence sug- 
gests . . Ihal thee^partMon of ihecapi- 
talisi system over the past ccniurics 
effectively and entirely penetrated mn 
the apparenily mml isolated sectors of 
the underdeveloped world.” < Rhodes 6) 
Notice also that ihe idea of the devel- 
opment of underdevelopment contains 
a lemporal irony, a recognitiiMi that 
backwardnes.s is actually a fairly recent 
invenlion. that the apparent progress 
exported from the meiruptiks to ihe 
peripheral social formation may aclu^ 
ally be regress; this has special relevanke 
to a film w'luirse hrocHiings on time, on 
memory and on forgetfulness include 
both a lemporal reading of the spirals of 
yettiga arnl ihc outline of a fictum in 
which a time iravdler has "forgotten 
forgetting/' has become "^a Third- 
Worlder of time,'* and is thus faced with 
precisely ihe question we have highligh- 
led in the film, that of the simultaneous 
difficulty and necessity of linking 
images and sounds across lime and 
space. We are told that this fiction 
within the fiction has been abandoned, 
bui when we kam that il was to have 
been named SoieiE we realize ihal 


we are experiencing a retrospective resi- 
tuaiion or reinscript i<m of everything 
I ha I we have already seen. Such meta- 
kp^ are typical of Markers work, but 
reach a kind of apinheosis in .Vu/r.ii 
.Vo/eif, especially in ils explicitly polilical 
imagery: ccmsider Hayao Vamcneko's 
Video resynthesis of k>otage fnmi ihe 
l%Os struggle of peasants and students 
against the airrKirl al Narita. Consider 
also the image of Am ilea r Cabral wav- 
ing giHidbye to the shsire, accompanied 
by ihe bitter comment "He"s righi: he'll 
rKvtr sec il again"; Cabral was assa.ssi- 
nated^ by a dissident member of his own 
party, on 20 January^ 1973, tK months 
before the Pi^tuguese recEignition of the 
liberation of Gumea-BLvvau. Finally^ 
think of the fiaitage of Ehe military dec- 
oration of "Nino” (Joao Bernardo 
Vieira) by Amilcar Cabral's half- 
brother and successor t.uiz, atci>mp;m- 
led in evermore despairing hindsighl by 
an accounE of the continued PAIGC 
infighting which led to the November 
I9ilfj coup of Nirtti aiuiiru^i Luiz; Nino's 
installation in ptmer, and the subse- 
quent plots against his governmenl. If 
ihcfilm is sometimes openly celebratory 
of movemcnls of national libera Eton, 
cotigratulaiing the F.AKiC across yet 
another transcontinental numtagc for 
provoking the 1974 crisis of the 4H:-yeaf 
old Portuguese dictatorship. iE is hy no 
meart^ the work of a pc^ilical naif. 

In the inlroduciion I spoke of open- 
ness as the ultimate s^alue of the way in 
which the editing strategies ot Atiw.t 
Ad^ri/give rise tu these political and his- 
torical questions, and in concluding this 
essay, I want to avEJid any tempi alion to 
wrap things up loo neatly. I say this for 
a number of reasons. Firstly, I recognize 
the pti&sihiliiy of another, less enthusias- 
lic reading of the film, which would he 
harder on Ehe political meaning of 
Marker's exile and irh^re inclined to 
charge his film with tourism and exou- 
cism. Secondly, the social lormatkins 
which Satt.i AWrl/ explores most fully 
have bolh succeeded in significantly 
dis^Krlcnting ihe erstabhshed wisdom of 
history: exmniries like Guinea-Bis.sau 
were no more expect ed to bccijme the 
epicentres of reviilution than a country 
like Japan was expected to assume the 
kadership of global capilal. lliirdly and 
coosequenlly K Ehis should warn us 
agairvst future expectations of being able 
to predict hisuiry. Although we spoke 
earlier of two Western perceptions of 
Japan — the feudal society wiEh modem 
overlay and Ehe new anxiety ahhiut the 
pace of Japvinese development — wc 
should be aware I hat Ehesc arc now chal- 
lenged hy an understanding of multina- 
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lionaJ capital as cfTcftivTly dissotvinp 
the mean mg of naUE^nal cennomiri. 
Accinding to Perry- Andervon. ''the rad- 
ical Internationa I lotion of llie form e>| 
prixlULiion^' syeh ihal '*no bourgef>ks 
society — nm even the Iasi ureal classi- 
cally national ecnnc^my, Japan — will 
he immune I'rom the unprediclahte tides 
and tempcsl!^ of an uncsen development 
whi>se eJemcnis are acquiring a well- 
nigh meteofologica] vekstily around the 
world, acrovs all I'ronticrs-'' (Andemm 
imj 

Around the worlds across all tWmtt- 
ers. Sci far, T have suggested lhat .SViro 
Soltit IS amhiiious lor foolhardy) 
enough to al tempi a homt^kKgy bel ween 
I he spectator's lemporal expcncrKc in 
ItK^king and lislenmg, the direciE^t's 
icmptiral cipcriencc in shoolmg and 
editing, and nothing less ihan the tem- 
poralily of global development and 
underdevelopment. This is also m pr^^- 
ptise that il is precisely m its mosi per- 
scinal, evocative and fanlasmatic 
miMmenis that .Vitjii Sofeii can be most 
instructive. Late in the film, as the fic- 
tion proposed by the voiceover hecomes 
more overlly a seience-llclion. we begin 
to see ihc eilenl lo which Tokyo is a 
place which allows Marker lo eliect a 
collage of places, To deploy Robert 
Smithsi-»n's lerm quite abusively, Tokyo 
IS a non-site, liberating Marker from ihc 
social and historkai burdens he seems 
lo feel in France. Or, to deploy 
Marker's own term, ihe tide of a besok 
of photographs and ctimmcntafics bolh 
aesthetically continuous with 
Solett and yet markedly ditTereni in 
being concerned exclusively with 
Tokyo. Japan is /r 4^pay5. N<Jt simply 
the country of exile . /r i* a coun- 

try which empties the meaning coun- 
try l for heller or for worse, it ls only 
from within the mosl eeonomically 
“advanced" of regions ihal Marker is 
able to think ihe im media lely unlikely 
but ukhmately very p<mei1uJ sel of rela- 
iions which binds the eamomic desnny 
of the Third World Eo such capital isl 
mcTropolcs- At one point, .Sans Soleir s 


voiceover itself speaks of a collage of 
places, remarking on ihe improbability 
ol a lighthouse in Ihe deserl on Sal. at 
least uniil one spivts the mean in the 
distance, tn my discussion of the way in 
which the film [inkv images ot' hvperde- 
vclopmenl with images of underdevd- 
opmeni, I hope I have similarly sug- 
gested bolh how unlikely ihe re- 
la lionshtp immedialcly seems and yet 
how htsEoncaily and ptdilically impur- 
lam il finally pnwes. 
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ThEiR Finest Hour.- 

Humphrey Jennings and 
the British Imperial Myth 
of World War II 


by Aodrow Brftton 

H umphre)^ reput^tiiLin 

Miiinds as hi|ih ih^i of any direc- 
tor in ihc hi&iory of the document 
tary, and he is wideJy fcgardcd, in Eng- 
land al any rale, as Dn« of ihc iwo of 
ihrcc greatest ani.^i» ihc British eincma 
has produced, if mn ihc greatesi nwr 
toun, Jim HifJier\ judgment of Jen- 
nings' mtjsi famous film, ftrrs 
IS perfectly rcpresenlaiive; 

AlihcHjgh particulanDnl m hme and 
place, the film'i fonmE and symbolic 
L|uaJitief, togeihtr mih iu humamlyH 
give II i universal iigniHcance Oulside 
Hjf lime. Il IS I he ntaslefptirCe not only of 
lenninjp hul alSii of I he British ducu- 
nicnlariii vehuol and (be t^hoJe flntuh 
rinenui.' 


My own disagreement with this eval- 
uatkiil of Jennings is esircmcn and the 
reader is forewarn^, therefore, that 
whal follows definitely represents a 
minority viewpoint; Htllier's account 
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thtrc III lie che to poini lo) is all 
I he nunc worth reading; Ah a counter- 
habrKr I ^ihould add. ux>, ihat while 
(riLilurally) I dit nol chink 1 acn biased, it 
ts ccminly irue thai my difficulty wiih 
Jenning 3 t's filmfi is bound up with the 
fad that they wem lo- me (o exemplify 
some exu-errtely deprftim|! thinfEs aboul 
ofTieial hritish culture in fceneral, and 
the relationship lo il of BriTi*h Aocial 
democracy ir^ parlicular. Obviously, 
North American readers will not 1^ 
capable of being depressed in the same 
way. and this may well affect their reac- 
tion to I he films. 

Jenninjts is in many ways an excep- 
tionally attraclivc figure- He was a 
sociali^it and. unlike most British film 
directors of this periods he was also 
highly cultivated. K is interest in culture, 
moreover^ was both inietligenl and 
advanced, [t came under the heading of 
what wi>u]i.l now be called '^cultural 
siudiesf and throughout a large part of 
his life he was working on a bemk called 
PamU^monmm {left unilnished at the 
lime of his premature deaths abimi the 
relationship be e ween industry, scienccn 
literature and s^hzieiy in England since 
the Industrial Revolution. This|X>liticaf 
or sociologicai interest in the culture of 
the past was accompanied by an alte- 
luance to mcKlerrusm: lenning^ helped 
to organise — and nuleedn cschibitcd his 
own paintings in — > ihc first Surrealist 
exhibition in London in I93b. At the 
same timCn as we might expect from the 
subject of his l>cK>k, Jennings was not in 
the least a cultural elitist: if Shake- 
speare, Milton and Blake were, for him. 
“a permanent frame of referrncer'' he 
also knew and k>vcd contempi^Fary 
popular culture, and drew on il exten- 
sively m hl.s work. Finally — as if all 
this were not enough — in art age in 
which Griersi^n was proclaiming that 
any preoccupation with aeslheiics was 
trivial and that the virtue of ihe docu- 
mentary was that it ''allowed an adven- 
ture in the arts to assume the ret^pecta- 
hiliiy of a public service,"' Jennings had 
the temerity lo suggest that English 
Renais-sarwe theatre provided a misdel 
of an arti.sEic practice in which pKiclry 
and wicial analysis r^rfWffoixroJTci' — we 
have no word for it — naturally") were 
continuous with each other; and that **il 
slill seems junt a p<issibilily" that British 
artistii m Ihe present might aspire lo 
produce a similar synthesis/ Nothing 
could sound more promising, and there 
would be every rcas^m to expect ihal an 
arttsE with expressed inlcrests and con- 
victions of this kind would end up, in 
practice, creating major work And yet 
— or S4J 1 1 seems Eo me — the promise 


was not fulfilled, and in the work itself 
the interests and convictir^ns, though in 
a sense present, are present in a notably 
debililaled, impoverished and convem 
tional form. Jennings has been visibly 
defeated by the cult u ml situation in 
which he worked, and I want to suggest 
how arxl why this is so. 

Thd War as Qolden Aga 

W e may begin with an incident, 
cited in Hillier's essay, in w’hich 
one of the director's fiicnds recalls 
Jennin^^ having told him, "Tlrmly and 
pavsiortaiety, that gcnrd films could only 
be made in times of disaster.'** Thk 
remark tells us a great deal, not only 
about Jenninf^^s films, but also about 
The dominant British myth of the 
Second World Wat — a myth which 
was already there, as the films demon- 
strate ^ while the war was slill being 
fought and which is ineotrigibly there to 
ihis day. The myth has its basis m what 
was, objectively, Bntain^s unique situa- 
tH>n in World War II; it was the only 
European country which« while being 
persistenlly blitzed, bombarded and 
threatened with invasion^ was nevet 
actually occupied by German iroops- 
BriEain's esEperknee of German impe- 
rialism wa.x significantly dilTerent, thcre- 
fore+ from Poland^s or France's or ibe 
Soviet Union's experience of iu There 
was carpet bombing and there was a 
Battle of Britain m which many people 
fought heroically and many people were 
killed; but no Nazi atrocities were 
committed <m British soil, there were no 
concentration camps, there was no 
occupying army, there was no resistance 
movemem — above all, perhaps^ there 
was no experience of collaboration, 
either by the British ruling class, within 
which there was many a willing candi^ 
dale, or by Etiembers of the general 
community. The ideology correspond- 
ing io Britain's peculiar and, compara- 
tivcly speaking, privileged pi>silion in 
the Eurupe of the Third Reich ha-s two 
principle componentsi it emphasLses on 
the one hand the homogeneity, the 
unambiguous political unity, of British 
wartime society, and cal ihc other the 
triumphant success of British resistance 
to invasion. The British fought ^ one 
man. and although there may have been 
times when wc were down, wc were 
mc^sl certainly iKvcr out. The central 
symbol of this ideology is the Blitz of 
l.cmdim. and its exempt ry charkinaiic 
image is the dome of St. Paul's rising 
with impierlurbable majesty above the 
ruined landscape in the early moming 
as the all-clear sounds — the very em- 


blem of the invincibility and the whole- 
ness of British culture. In one version of 
them, these feelings abtJUl the war are 
very intimately connected lo feelings 
about the Empire, and the war becomes 
the last moment at which il was psisaible 
to experience Britain (wrongly) as a 
greal imperial pciwer, hut the imperialist 
content of the war myth (a myth which 
we may call "Churchillian^'l need not be 
thk explicit and k, perhaps, more com- 
monly sublimated into a sense of 
embattled, intransigent British isolation 
and except ionalkm. At the time of the 
Battle of Britain, Europe had fallen, the 
Stales had not yet entered the war, Bri- 
tain stood alone — and, unlike "other 
countries," il w^m. 

In one i«en.se, of course, the social 
unity of wartime Britain was very real: 
and it IS all the more necessary to distin- 
guish carefully between the nature and 
conditions of the social solidarity on 
which the British war effort actually 
depended and the ideology of the war 
which was developing at the same lime. 
For this solidarity had. in practice, a 
speciHe eiCojf character: it was directly 
contingent on the presence, within the 
wattitm governing coalition, of repre- 
sentatives of the Labour Party and on 
the fact that the prosecutit>n of the war 
was linked, more or less from the outset, 
to the planning of a number of funda- 
mental domestic social reforms which 
were later implemented by the Labmir 
government after |94S. British war 
unity was characterised, in other words, 
not by the suspension of class politics or 
class struggle but, on the contrary, hy 
the British ruling class' recognition ihai 
It could not pursue its tiw-n war aim —to 
wit, the crushing of Germany's re- 
sistance to the hegemony of British 
imperialism — withoui making major 
political concessions to its own domestic 
class antagonist, large sections of which 
were intensely hostile to pre-war Tory- 
ism in general and to Churchill in par- 
ticular. Ibiere could be no more sinking 
evidence of the material content of the 
popular aspiralitms which secured the 
unilcd British nation than ChurchiH's 
overwhelming defeat by Labour in the 
t945 General Fled ion; and indeed, the 
Welfare State was the victory which Ehe 
British working cla.sv wi^n hy lighting 
the war. The of war unity, by 

conir-iH-st. is cimdnuous with ihc idea 
that '*Britain-al-war'^ was a w.idciy in 
which class interests — identified, need- 
less lo say, wiih the pursuit of selfish 
and sclf-seivirtg political goals by 
groups who Ignore the interests of ihe 
social organism a.s a whole — were dis- 
solved or transcended, and this ideology 
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hii I^cncraled -^n cmution wIikH tan 
only he drsenbed "war 
The wuf IS rctiiilcd. With ii lump m the 
shmat — in 1 haEthenic rhclorii: ol 
the l aJkiands pcri<idK with cra/cd rest- 
valisi cnlhui^kasm — a^ that majtic 
momcni when al] ihe tlas.* and wnial 
canlraditiK^ns nl British tultiire evapn- 
raEcd and the BriEish people, hliKxjy but 
unhc^Hcd, tn H»ycd (nr a while a sense of 
eommnn purpose and d is i uteres led 
mulual dcditalion to^ a tomnion Lausc 
whieh has since been i radically losl. 
While no one would clajin ihal ibe Um- 
led States, the l:ssR and F- ranee did noE 
also develop their nlficial niyihs of 
Wurld War II. ihis nc^Eali^ic Jon|iing^ — 
Ehi^i ei>iiv itliiin ihal ihe war represents 
■'I he giHid old diiv’s^" — ts surety peculiar 
to the Hnlish ease. 1 1 is impossible, I 
think. Eo imagine a Soviel representa- 
hon of I be sie^e o| Sialin^rad which 
fondly recalls the hours when I he char- 
aclers were i rapped in the tuily biiildini; 
jn Ehc city Vk hich had nol been eaplured 
by Na/i Enxips, or a Polish representa- 
Eion of Ehc Warsaw j^hetto whith 
construes Ehe Cjerman sncupaEion as a 
kisl ulopia. hui from a very early stage 
(here w as a British myth ol ihe war as a 
golden age. 

Fires Were Started 

F iw Here Nrttriaf shims us this 
ideE'ilogy in ihe pnxess of being 
manulacfured: it ts iisek already a 
nostalgia movie {as Jim HilJk-r virtually 
concedes,'' though he doe\ rx^E pursue 
the logit of this description I. The bim 
was made m 194.1, three years after the 
Blit/ and British victory in the B^oile of 
Britain and some months after the Hed 
Army's iriumph al Stalingrad, the turn- 
ing p^nnl of the whole war. A| ihis Eime, 
German atrallaLks on London had sig- 
nificantly diminished and the invasion 
of Britain, given Germany's disaster on 
the Liaslern frojii, was no longer a real 
pcissibilily; Jersnings's actors were fire- 
men who had hern seconded from duty 
lo lake part in the filming. It is not 
slriclly true, then, that the film was pro- 
duced in time of disaster^' jj pert ectly 
appropriate phrase for Ihe first three 
years of the war). On the conlrary. it 
was produced at a momeni w hen the 
W'ciitern allies and the Soviel Unum had 
Visibly conquered the milutive arid 
when il had bcconw apparent that 
Japan and the Third Reich could no 
longer win Ehe war: Ihe lidc had also 
turned in North A Inca. Ibllowing Ehe 
Allied landing jn November 1942 and 
MonEgi>mcry's vielory aE LI Alamcin, 
and in the F^dcific, at Ehe Hat lie of Mid- 


way. 1 he "time of disaster"' m which 
a [one giKid Hi ms can he made must be 
ctinjured up for ihe purpt^ses ol making 
them, and Jennings accordingly returns 
tej Ihe moment of pi>terttia] defeat; emo- 
tionahy, poienlial defeai is an indis|>cn- 
sable prerequisite of the successful 
enactment of war noslalgia because 
hardship and sullenng arc indispensihte 
prerequisiies m their lurn of ihe ideal 
social unity which the war is supposed 
to reprcseni. 

Like so many war films, firen iVvre 
Startefi IS about the creatiofi and consok 


idation, through combaE and dealh, t>f 
an all -male group which is offered as a 
micrcKosm oE the S4>cml order for whk'h 
ihe men arc fighting, and in this case ihe 
creation t>f ihe group emcxlies a fantasy 
about Ihe reconcilialion of cla.vsfrs: the 
centrat theme is ihc initialion of the 
middle-class fireman, Barrett (who is 
familiar with piitetryL into a uniE which 
E^lhcrw ise consists of working men. The 
larger Hicial hierarchy of civiiian and 
military authoriiy within which ihc 
group IS inserted — and which is 
plainly, on Ehe film's own shi>wing, a 
r/ff.iT hierarchy — is nl:^ted m passing 
and I hen taken ci>mpletely lor granie<l: 
the clais-free male boruJing ol the fire- 
fighting unit in:iy well correspond to 
si.ime kind of social ideal, hut il has no 
more extensive s^viai imp] teat ions, and 
n certainly diKs nol inspire any rcckkss 
challenging, or even tenEative quesiion- 
ing, ol class siruclures external lo the 
group. Jennings's emoiional investment 
m the Blit? — or rather, m the idea of il 
— is an inseslmeni in HighK specialised 
social conditions which allow him lo 


en^i.sion Ehc magical disappearance of 
British class SIX ietv without eser hai ing 
to conEroni ihe questii^n of what, in 
praclice, Ihe struggle lo achiese a class- 
less socicly wouW involve. 1 his society 
simply comes into hemg. courtesy of ihe 
J.ultwatTe; and since the I iiftwaffe is 
urgently required to bring the sision 
of />rcr H ere Smrtetf into eoniacE wiih 
the real world I to ihe salisfaclum, at 
leasi, Eif Humphrey Jen n mgs as a maker 
ol ditcumenEanes), it is summoned up 
again to drop a Jew nu>re incendiaries 
arid creale in general the state of univer- 


sal misery E>n which ihe realisation of 
the film^s utopia de|>cr>ds, 

C’nnsidcr, (or example, the fa minis 
Ming sequcrKc; its subpeci, rsplicillv, is 
ihe invocation of ihs: classless male 
group by ihe new middlc-ctass recruit 
through Ihe performance of ''popuLir“ 
(that is. in the lilm's icrms, “class-frce*‘S 
music, Barrett, sitting ai the piano, 
sinkcs up “One Man Weni In Meiw"; 
E’ine by ^mc. in obedience to ihe sirains 
t>t each successive verse, the p^lty 
workers rnicr; w iih the Lippearance O't 
Ehe Iasi man, the air-raid siren prompllv 
sounds. The sequence is a /wur 
f if.i Elf the senlimental scif-deceptuiji for 
whiLih Firev Were -SiaFietf 1% consistently 
remarkable, .lennings clearly Ehmks lhai 
he IS saying — and requires us to ihink 
that wc arc feeling — "‘Oh, my fiodf 
Here they come again! How icrnhle*" 
Ihe seniimeni which the film acluaEly 
exprt-sses, however, is "Thank (jod 
they're baekr*" U’uhouE those biimbs 
raining down, a Bniish film director 
comm il led to MKialtst ideals wEudd he 
obliged to Eiim his attciuion io ihc Brit- 
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ish raihtff ihan lo the Cierman slalc, tnji 
ihmgi» art the ci^lcrruil enemy can he 
allowed lo diMratt Ui Trom iht impoJi- 
menls ui ibti^e ideaks which chi^t In 
Grcal Briljiiii itself. The allegedly clais- 
\pA is conslitulcd withm British 

cUss sntziely — and, itTrtvretner* in ils 
defence ; hul because oi I he Germans, 
the prcTtccliun c^f this scK^kly and the 
fantasy nf transcending il can he expe- 
ncTlted as one and the ^ime thing. 

[n fact, of course, the male group is 
not classics at all. as we may readily 
deduct from the faci that Barrel! figiires 
in the ncrng sequence as its Orpheus. 
fire.T hVre A'MrW is primarily engaged 
by I he idea of ihe accepta nce of a 
middle-class intellccliial hy the workers 
as '*one of u-s”: having underg^i-nc a rite 
of passage lliicrally, a bapiism uf fireK 
Barren is ertrolfed as an honorary 
member of ihe working class in the con- 
te)il a social w orkl which continues lo 
be organised by structures of class 
power. In lhal this fantasy of a more 
equitable and comradely life is unhi^p- 
pily contingent on other pe^^ple being 
blown to smithereerifSip wt are perhap 
entilled lo claim that the fanlasy is a 
rather insensitive, or at the le^isi a 
thoughtless H one p and it is obvicHJsly sig- 
nificant in this connection lhal Jeon mgs 
almost Completely ignores ibe suffering 
caused by the Bhw. No civilians are 
killed, not a soul is made homeless, the 
fire which the characters are fighiiog 
takes place in a deserted warehouse, and 
the narrative's suspense {such as it is I 
derives Irom the danger that the fire will 
spread, not to anybcKiy's home, but to a 
munitions ship (also deserted) at arnbor 
down Ihe road- Bimibs falL but the 
plucky ickphi>ntst picks heokclf up. 
dusts herself oft, and starts all tifver 
again. The Blitz, in ihts supposed doc- 
umentary, is utterly and grotesquely 
unreal; it is reduced to little more lhan a 
portentous symbi>lic thing the virtue of 
which is ilvai it allows ihe business of 
crowrHtlass male bonding to prijoced. 
The role Oif womer> in (he film consists 
td answering ihe lelcphone, prov tdirig 
the chaps (lur bh'ikesf with pints of beer 
to speed them on their way., and wheel- 
ing round the tca-trolley io welcome 
them honve again. Saturally, m the 
dccumenlary eorttcM Ihe film's sysieni 
gender roles is camfouflaged by the 
usual doGumenlary alibi: ihe firemen 
actually were firemm m real life, arnj 
women adually dtti answer ihe phone 
arxl make cups of lea- This alibi is, as 
always^ completely spurious, and once 
we have laken note lhal the realistic 
effect of firm WVre Siarltrtf is continu- 
ous with the naturalisalion of a dra- 


malic world which is strikingly suited 
and factuious— which Ls hardly disim- 
guishable. indeei,l. Irtim the dramatic 
worlds ofcontempt>rar> Bnlish fh iUmdf 
war films - then the alibi collapses m 
rums Jennings vision of the end, or era- 
sure, of class docs TKn extend lo a vision 
<if the end of patriarchy, and as wc shall 
sec when wc come to .4 fhuri’ 

7 jmorA y, l he se.^ism of h is w < irk is a crit- 
ical symphjm of a more pervasive 
imagmalive and poliiical debility. 

If no civilians are killed in f'mev If iTe 
Smru^L one ol ihe firemen m and ihe 


m Hingid Min; Jieko in f/rnt Wm SitrM 

death of Jaekth I he emotional cruv o! 
the film, provides j useful point of tran- 
sition to the analjrsi^ ui Jatko 

raises m a partitularly acute form ihe 
problematic nature of Ihe role played m 

Jennings’s movies by his intelleclual and 
cult Ufa] interests. Jim Hillurr makes the 
ptiint that I he war was asstsciated in 
Jennings's minti wiih ihe symhsilism ut 
T a rot cards: he ideii i ified the B1 il z w u h 
“la Maisim t^ieu/' a card w hich repres- 
eitis a htvuse stmek by lire from heaven 
and which fund ions m the Tarot pack 
as an image oE eosniie latnlily^ Taroi 
symlx^lism entered miHlem bourgeois 
high culture b\ way ui "The lA aslC' 
land,'* and one's siispiCion thal Jennings 
(who greally admired Llioll derived hvs 
jfiteresl m the la rot from this s<>urce is 
confirmed hy ihe remarkable similarity 
between his treatment of Jacko and b. li- 
cit V use ol ani>ther key Tarot card, "Jc 
Pendu.** In "The Wasicland** the 
Hanged Man is one component of an 
elaborale symbolic sirudure derived 


from various fertility myths, and he 
appears m the poem as an avatar of ihe 
fertility gtxJ whose death redeems, and 
reslores ihe fecundily i>f. the earth. Hil- 
licr himself d^ ICS not suggesi that there is 
a connect iL^n bdween Jaeko and ihe 
Hangcsl Man. bul in the light of Jen- 
nings's interest both m the Tari>i ar^l m 
liliot the relationship seems (airly 
obvinus, and iwo raibct dillerent issues 
□rice from il- In the first place, I think 
we may claim with somelhing like cer- 
tainty that no one who had not been 
expressly told that Humphrey Jeniungs 


was inic rested m Taroi cards could pi>s- 
sibly deduce this interest from ihe nKre 
reading of fVn If erf Siorh^i^ and iu 
this evlent the symbolism of "la Maison 
|>icu'' remains purely private, an ew> 
teric personal preoccupaiujn of the 
artisl's. The symbolism is nol realised m 
Ihe film and plays no part whatever in 
Its communicated sigmllcancc^ and this 
extraordinary^ discrepancy bclween pri- 
vate iniention and enacted puhhc mean^ 
mg IS sugges^tiv'c of the exlenl of Jen- 
nings*s imaginaiise disengagement, 
bolh from the male rial reality of what 
purports lo he his subjccl mattef | Bri- 
tain ai war I, and from the audience 
whose long-siifiermg heri>ism he be- 
lieves himsell lo he valorising. Perhaps 
ihe point can best be made by saymg 
lhal while Hiluhcivk did m^t suppose 
lhal the audience of would he 

familiar with psvcboanalylic theory’, nor 
Sirk that Ihe spcclator ui Imirafnm of 
ftfe would base an etperl's knowledge 
of the ihcory and prauticc of epic thea- 
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tre, we dll fhii (eel in waithin^ ihci^c 
films that thty have been wniicn in ;irt 
aroanc fnelalunj^uage which is accessible 
tti I he ir j 13 1 hors hul not to the people in 
the stalls. On the cunlrarv+ StvV^ and 
Hiichcock's inlchcclual irttcrcsis, which 
derive from hour^eois *'hi^h culture.” 
manilesl ihemselves in their work as ihe 
profound CKploration^ and rcinvenlion. 
of the expressive pi-jssihilitics of the 
popular arhsiic forms of ihe ihriller and 
I he melodrama, and n is taken for 
jsranted lhal the '^intellecliial interests'' 
(if that's the rif^ht phrase I can he, an 
iframait’ini. communicated lo the 
audience for which the Hlms have been 
made. In fiw WVrr we cannoi 

escape Ihc impressLi>n lhal the audieoLe 
is being palronised. "Here/' the film 
seems lo say+ '"is ihc experience of the 
firilish aE war. To me it means 'la Mai- 
aurn OieM.' llie Bnlish al war, mihlc as 
they are. Wi>n^l jsel it. artd it doesn't 
mailer whclher they tk> or m^t/’ThJs 
axsumptron ihal ihe sensihilitres of the 
direcii^r and the aniicip;i[ed special or 
are radically dilTerenl. arnl the accom- 
panying allitude of class paEfnrkaite, are 
endemic to sponsored documentary 
film-making in Brilain in the and 
'4fh. and ihey help to explain why Jen- 
nings's comm 1 1 mem lo boib “high'" and 
''popular'" callure. which looks so 
promising in iheory , fails to achieve an 
adequate correlalive in his arlislic 
practice. 

Secondly, when we relum lo Fim 
W ere armed w ilh the knem ledge 

I hat il is indeed informed by the symbo- 
lism of the Tarot |>ack, wt arc primarily 
struck (it seems lo me) by how liiilc the 
difference is lhal Ehk knowledge makes. 
The symbolism adds nolhing to ihe 
complex iiy or richness or resonance of 
the film's imagery, but only confirms its 
impoverish meni by Inlrcxlucinga rather 
more prelenlious. mystified, and alien- 
ated gloss of the simple lileral meanings 
We Would have picked up in any case. Il 
W'as already appii rent that the fi Im 
construes the Bliiz as an ahstraci sym- 
bolic event which allows men of differ- 
enE classes lo bond. To be told lhal as 
far as ihe direclor was concerned this 
symbolic event was ihc fire from heaven 
which strikes ihe imprudeni unawares 
bul which may aisi> prefigure some form 
of ultimate enlighlcnment or unificalion 
is merely to have confirmed onek inilial 
impression ihai the attiiude to iht Blit? 
m Firri ^'rreSiaripd is grossly unaccep- 
table. The construction of Jacko as "le 
PendUn^" the sacnficial fertility gixl, 
makes il clearer still I hat Jennings is. in 
cffecl, kioking to ihc Nazi blitzkrieg for 
redemplion: ihc Brilish have been, or 


will be, bombed inlo transcendent 
national unity, and the dealhs (suilably 
distanced and mylhologiscd) which 
unforturuilely result are ihos redcitiptivc 
in lhal u is through them that the unity 
is achieved. S'i^hi .i/xir/, in 19.^5, had 
represented this unilv as the existing 
reality of pre-war Brilish sociely, at 
once embodied by and achieved 
through the wage Labour c’lf a represen- 
lattve group of workers. By the lime wc 
gel lo I94.T ihe same unily is under- 
stcHxi lo be conlingent on a prrpelual 
rain of high explosives, ^trri Were 
Stsflrd, it migbl be sakl — to adapi a 
famous phrase — is the continuation of 
\ishf Mttti hy olher means. 

A Diary for Timothy 

A />idrL' for Timothy was made a litllc 
over a year after f trei BVre Storiai^ 
between the summer of 1^44 and 
Ihe spnng of 1945. jasi before the war 


ended; it is Jenninf^i's last ma|c^r work, 
and fil show-s us, with painful clarity^ 
where war ruvitalgm lead him; even if 
ihe film had not been made il might 
have been guessed, I ihink, that this is 
where a man who rehed on World War 
1 1 lo rcconstiiutc, thmugh hardship and 
sclf-ahncgalion. a kist organic culture 
would incviiahly end up, The war is 
nearly over^ l hough one would riiever 
km^w It. The Red Army has crossed tbc 
Vistula, ihc American and British 
armies are sweeping over ihe Rhine, 
Warsaw is being liberated, the defence 


syslctn along ihc Brilish coastline is 
beitig dismanlled. six years of the mosi 
exctucLJting warfare in human history 
are finally drawing to a close — and 
Humphrey Jconmigs is languishing in a 
quagmire of bitterness, disappoiniment 
and ikpressum. He seems allogether 
happier with ihc Baltic of Arnhem, 
which^ in lhal it was a total disa.slcr, 
allowed ihe BriTish to go on suffering as 
one nation for a feu months longer. 
"l>eath cume to many of us by telegram 
on t’hrisirnas Eve/' intorKs Micbcal 
Redgrav e on the s^nindEack a propos the 
human costs of Hitler's Iasi oflensivc on 
the Western front; hul on the olher 
hand il is death which birnis us logethcr 
— and what im earth arc we going to do 
withipul il? Confnmled with ihe immi- 
nent defeat of European fascism, Jen- 
nings can do no more than comfort 
himself w iib ihe thoughl lhal peace is 
"'just as dangerous"' as war+that mining 
acckkni.s will continue esen if air rauis 


do not. and that the fulure may well he 
even more appalling Ehan the past. 

At OTK IcveL of course, the whole 
point of the film is lhal it is the business 
of Timothy, tbe beaming bourgeois 
baby to whom the diary is addressed, to 
make sure that pieace was wonh fighting 
for, but nevertheless the investment in 
imagining ihe fulure os a von of prok>n- 
gal inn of she war is unmistakable; hy 
1944, war has heco-me for Jennings the 
glue which holds Britain together. This 
spmiual need for the war explains the 
absence, here and thre^ughout Jen- 
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n infix's work, oi ±iny ol eNc ird^k 
and I he imiod of enenaEu'^n — ihc 
ihE^ckini; laek of moral and eniL^EionaL 
enci-|[^ — ift iih which he conlemplalo 
the prtnipeei ol ihe end of hi: utilities. 
Jaeka dies in firti H'rrr SiarU'ii and 
dcjlh comes lo many of in A Diijry 
for Timothy. huB these death;» are ptwrO- 
cal ahMract!i>Ti^ an^j the idea of dealh 
involved is E^sscniiaily ihal voiced in the 
poem which Jennin^ ohiijies one of his 
firemen Eo read aloud iei /Vm 
StQrmt “O eloquent, |u.st and mighty 
Death" — a curious sentiment k it mighi 
have hcen ihtnughi. in ihe eontesl of ihe 
Second WorJd War. The war is cj(pc- 
neneed, and recreated, as a V4i]cmn 
national pageant in whieh. war hemg 
war. liealh naturally figures: hut while 
there is rK> doahi a vague alnii:>sphere ot 
mekifKholy ii i* n4> piin of Jenmniss's 
purpose, and ]t is perhaps heyond his 
powers, to dramatise any leehng {>f pam 
or kiss or w aste o r suffering. I he dealhs 
arc as purely cmblemalie as ihe lives 
which preceded them, moments of 
pathivs in a nalional spcclacic whose 
concrele reality is already di^^ianced and 
allenuated, even as it lakes place, hy a 
thick crust of nationalisl melaph4>r. One 
of Icnnings's major themes is I ha I Bri- 
tain fan Take ll" (to quote ihe title of 
one til hts first wartime films), hut he 


never really conveys what la king it'' 
involves. Again, il is the fdt^. in the 
ahsiract, of “British rcsislarKe*' w hich 
inspires him — it "inspires" is ibe word 
lor lliesc rather (rigid texts. 1‘here is ni> 
equivalent anywhere m .lemungs's work 
kn Capra's presentment of the siege of 
I eningrad in Tht’ of or — 

even more strikingly — Un his present- 
ment oi Ihe Blit/ m THv ikitth of Hrifam. 
Capra understands the Blit/, not a_s ''la 
Maison r>ieu/' but as a practical strug- 
gle, and It IS Ihe sense of a practical 
siru|igle w hich he commumcates. whal- 
ever the ideO'Utgies are m terms of 
whiLzh that struggle is perceived. Jen- 
nings's L ondoners, by contra.st. are nol 
hisiorical persons hul archetypes, who 
live and die as signifiers of a mythic 
naiiona] 

Since It is disaster which constiiutes 
Ihe natii'nn and which pcrmil^ Humph- 
rey Jennings to make giHvd movies,, the 
end of disaster arouses nolhing hut 
gloom; I here is going to he a naiional 
crisis and a crisis E>r narrative materia I- 
The really pressing question, (here! ore. 
is whether or not the white, male 
middle-class baby will he able lo "cope 
with freedom,"' arxl Jennings can only 
resolve this agonising doubt bv orfenng 
Timoihy lo us as a poieniial naiional 
Messiah. In Ihe Christmas sequence. 


which culminates m a close shot of his 
chdhby cheeks with "O Come All Vc 
J aithlur’ bla/ing on the soundtrack, 
Tim4>thy is csplicilSy identified with 
Chrisl. lo whose unusual d^’imeslie 
silualion his iiwn exactly ci'irresponds. 
The fat her is absent £ though urKkr 
modern condilions, and ihnwigh ihe 
giKvd offices o^f the CiPtJ, it is possihie 
forGiid to communicate with his only- 
bcgoiien hy mail I and the mother, il 
wtTUld seem, since she can hardly be 
ihiiught ol as the type to go sleeping 
arourviJ. is a s irgin. Th<vse requiring corn 
firmation of ihe igntiminious naiure of 
the role assigrKtl to women in firei 
B'ere Sforli^ neetl IcH^k nt> further than 
A />wrk /or Ttmoihx. in which I ha I role 
has been reduced lo the lhankkss lask 
of giving birth to ihe Savtour^ 

If the embarrassing cxcesspveness and 
insisierKc o( this irnagery of miraculous 
redemption convey anything, htiweser, 
it IS the willed, hopeless and despcrale 
lack of conv iction w iih which Jennmgs 
resorts to it: one's sense <4 creative pov- 
sihility in the fulure must he pretty well 
exhausted if imc is obliged, in defining 
It. to speculate on the imminence of ihe 
Seeimd Coming, and i>f course, for all 
Jennings's rhetoricai inflalion of his 
innocuous prolagonisi, ii is ihe spin I of 
exhaiiMion which prevails. Jennings's 
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rtaL allilude la the %hikpc ot ihinp, lo 
come IS \XTy much more jdequutely 
conveyed Ky hi^i injured airman's amhi' 
tion it> gt> so ihe S^iush hetome a 
beachcomber, and do m^Ehmg at ail- 
Nfm lhal he is mi lon^r fiishlmg. len- 
nin^E^ has lost inlerest in him. He cannot 
be imagined a^ bcinft anylhin^t bul a 
“Hot ah airmaHi" or as aspiiinit to any- 
ihin^. once he is oni of umlorm. bui ^ 
life of feckless indolence - in a 
country' Indeed, the md>st disturhin|; 
and unpleasant lea lure of A Dfory jfbr 
Tim^tfhy is ibe way in which, she war 
over, she archetypal British — so 
admirable when they were suffering and 
dyinj! as one nahon — become the focus 
of a ijuitc different set of feelinjES, and 
I he emphasis rwiw falls iwi ibeir suscep- 
tibility to the lore of s cnal rnofal relaJ^a- 
Lk>n on coral islands and ihe lear ihat 
ihey will he unable to sustain, under 
ccmdilion^ of pcaertime comfort <or 
W orse h I he bracini; sense c^immon 
purp«ise which c*me so readily when 
they were being boinhed. IIils attitude 
to the audience is implicit in Ihe tllm^ 
commentary H I he more tcllinftly so for 
Jennings's abandunrrKnl voicc-siver 
narraiion m his earlier war-lime fdms. 
On the face of it, Ihe commentary is 
addressed to Timothy^ hut it is also 
plainly addressed lo the film^s specta- 
lors, w horn Jennings rwiw views as a cob 
leciion of moral infants which stands in 
urgent need of etbortaiion and aUrntm- 
ishmeni. live tone is ihai of a kmdiy bui 
earneid headmaster who feels he has 
reas^m lo believe that every one of his 
pupils is abiiut lo go lo the had. 

The nature of ibe position which 
Jennings has reached is painfully 
bei rayed in the extraordinary sequence 
built around a perl'ormance <if the 
graveyard H‘enc from Hamtet: the pro 
duciion. starring John Gielgud, is 
represented as taking place in contem- 
porary London so as to naluralise the 
sequence in terms of the documentary 
convenlion^ We begin with ihe grave- 
digger's famous joke about ihe English; 
asked by Hamiel {who is, of course, m 
disguise I why the Knnce tif [>enmark 
has been sent lo England, the grave- 
digger replies that il is because Hamlel 
is mad: " 'iwdi noi be seen in him there; 
there the men are as mad as he." 
HproafKius laughter in the thealre. Jen- 
nmgs then cuis to a group of rescue 
workers on a btimb site, one of whom, 

I h in king he has found a survivor under 
Ihe rubble, calk sharply for quiet, ihus 
iniliating a standard Briiish comic rou- 
tine whereby a request for silence, 
passed from mouth to mouth, generates 
more and more noise, ll transpires. 


however, that the w<armng is a false 
alarm, and the reseue-wi>rker turns to^ 
his aimpanions and tells ihem, olT- 
ha tided ly, to "carry on." ihen cut 
back to the iheatre for Hamlers great 
speech to ihe skull of Vorick, ihe king's 
jcsier: Where be your jibes now, y^iur 
flashes of merriment that were wont lo 
set Ihe lable on a rtiar* Not one now la 
mock yt>ur own grinning?^' 

W'hal Jennings thoa^hi lhal he was 
domg in ihis sequence il is impossible lo 
leil- the enacted meaning is distressingly 
clear, but one canntu imagine il la have 
been fully conscious. The *'British-at- 
war^' have become a siale joke: ibe 
rescue- wurkers are extra.s in a W ill Hay 
comedy, iherc is no body buried under 
the ruins. As we have seen, ihe war was 
neier fully real far Jennings iri ihe flrsl 
place, but now that its end k in sighl 
heroic firemen and saeriricial hanged 
men are repbted by generic Cockneys 
and the British character becomes the 


ohjeci til a querulous and cynical irony 
which culminales in the juAtaposihon. 
through parallel monlage, of ^'oiick's 
skull, unearthed by the gravedigger, and 
ihe absent bomb-site viciim. Shakes- 
peare Uses Hamlel 's speech to dramatise 
hiis prEitagi>nisl's neurone revulsion 
lYiim death. Hamlet once loved Yorick 
T'Here hung those lips that I have 
kissed I know' nni how oft' 'I, but m 
death he becomes noihing more than a 
symhfil of the futtliiy and transcience of 
life m the body, and the speech end.s 
with Hamlel throw ing the skull aside in 


disgust. In the new contest created lor 
[he speech by .lennmgs Hamlet's reac- 
tion to the skull, critically placed by 
Shakespeare, is surreplitiously 
endorsed, and ihe speech comes to 
represeni Jennings’s feeling about ihe 
inhabitant of the hNimbed-oul house, 
about the Hrilish he has mythologised, 
ahoul the myth of the war he has dedi- 
cated himself to perpetual mg. "Tkjsl 
ihou think .Alexander kKjked o' this 
lash ion f Ihe eanh?''/' ft'en S4>*'/" And 
smelt so’* pah*" In the midsi of all ihe 
spurious uplitt about Timothy, sa ba- 
llon and ihe fragile promise of fresh 
young ]ile. Hamletk ""pah!'' tells us 
where A Dttirv fi^r Tttmuhy aelually 
stands. At a moment when one might 
have thought that an anisi wiih s^icialkt 
sympalhies would he pondering what 
mighi be made of the ma.ssive defeat of 
ihe European nghl. Jennings recalls the 
past, and anlicipales the coming period, 
fRmi a ptisilion of total nihilism- 


ij^nings arxi the Britlah 
OocumeritarY TradHIon 

I t goes withoul saying that more is at 
stake here than the perstinal sensibil- 
ity of Humphrey Jennings; his sensi- 
bility IS representative. Jim IJillier encb 
his essay with ihe weirds; Perhaps, con- 
sciously or unconsciously, fJenrungs) 
lacked a new vision, contideiiee in the 
fulure. And perhaps ihe world he 
liKiked at lacked it loo.''* The world he 
looked a I? — all of it* Jennings k very 
diHerenl from John Grierson [typically. 
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tirirrum him n diLcttantei. hyi 

ihtfv haw m L\jmm4>ii ihe fad ihak llwir 
^Ihuaiiaj^m for "ihif people" and "I he 
eommon Man/' and I heir tonviclion of 
"The dignity tjf ihe worker/" nhMsluirly 
depend on ihc eommon Man^ bctni; 
hftfely d^ntained by the MH-aal order i\\ 
the capita li&l nation state, lie is, oE 
coursc,^ a marvel, hul he is nrjmelJous 
only in his capaciiy as a working pari i>f 
the oriuthic srjcial body. Jennitii^ lakes 
over this altitude lo "the Hlnlish 
people/' quite unerilically, rrom the 
British ckicu meal ary Eradition which his 
own w^jfk conlmucs, and allhtmgh the 
aiiiTude Is obviously deeply coriAcfsa- 
live, the iradrlion encouraged Jennings 
lo mistake il for a form of sociatism. 
Grierson, after all. was capable of 
advancing I he astortishing claim Chat 
%fari and thniv^fc Prtjhirmi were 
I he (llms of a Ttiry regime graduady 
going scvcialist*"'' | though he does not tell 
us whether or nol this remarkable Icn- 
dency on Ehe pan of ihe Baldw in admm- 
tslralion was successfully consumaled 
under C’hamberlain and C’hurchiUk and 
Harry WatE could say in all stneenty 
that "'we were trying to give an iinagc of 
the working man, away from the 
Edwardian, Victorian, capilalist alli- 
tudes/^'® The inlelleclual and ptililical 
confli-skm, of disingenuousness. inipibed 
by that list of adjectives and that des- 
cription of iVrj^Al .V/flj/ forewarn us of 
what we have lo expect when wc walch 
the films, and while Jennings was very 
much more sophisticaied ihan either 
Watt m Grierson his sophistical ion. 
given his failure to question the assump- 
tions embedded in the tradition and 
conventions he inherilcd, was not of 
much help to him, "He was aiiracted by 
the imaginative materia lism of MarKisnt 
bul felt, for example, that Blake's Sonf^ 
of Lai said all there was lo he said ahoul 
ow-ners and men in I he contexl of I he 
Indus! rial RevoluEkm and 'says iE much 

hcltef than Marx dtd. It may he 

agreed that Blake devekpped a prolbund 
critique of Ihe Indus! rial Revolution 
which retains its impi^rlance to ibis day, 
buE to argue Ehat this enlique is '^heuer'^ 
I ban Marx's is nonsensical and absurd, 
and I he principle ciTeci of Jennings' 
remark is to call inii.a queslion the 
naEurc of Ehe allcgLance to Blake. We 
nvay feel that an artist who Elnds himself 
praising Blake on iheir wmild 

also be ill-equipped lo crilitise Ehe con- 
veniions of she Bnlish ^J^icumenEary 
from a socialisi posmoii. and mighi 


even end up using Eliem in such a way 
IhaE no c?ne could deduce he was la mil- 
iar W Elh Blake's critique ol industnalLsm 
01 all. Ie seems reasonable to suppose 
I hat Jennings's con vice ion of Blake's 
supcrioniy icii Marx as a critic of capital- 
LsE MK.^^bety has lo do wuh Blake's being 
BriEish and wilh the facE Ehat Blake tried 
lo convince himself, m his later work, 
EhaE Jenisaiem could he buill again "in 
England's green and pleasam land" 
Lea Vis has argued ihaE ihe hehef m the 
pi>ssihihly of reslonng Jerusalem 
represents the weakness {inevitable in 
ihe given historical circumstances) cjf 
Blake's position** bin whether or nol 
one agrees, as I do. it is quite indispuia- 
hle lhal there is u^melhing verv' w rong 
with a love of Blake which leads, in 
praclii;e, to the assert i-on that Jcrus«ilem 
will becrealcsl by T imothy, and mMhing 
tould be more rcmiJte from the iniensiiy 
and nH>ra] passion of Blakean " imagi- 
nation " ihan ihe inertia and inanition 
characi eristic isf tale Jennings, The idea 
of Jerusalem has degenerated, in A 
l}mty far J'imoiHy, inlo mawkish bimr- 
geois escapLsm which can be cofrelated. 
on the one harul. with Jennings' refusal, 
or inability, lo conceptualise the trans- 
hirmalkm of the hkijI world m con- 
crete lerms and on ihe olher with the 
flaccid and indulgeni despair in which 
he emerges from Ihe Second World 
War. '"Il w ill all have lo go, it has been a 
Terrible mislake*'" he apparenlly 
remarked near the end of his life, '"sur- 
veying ihe mdusirial landscape of Bat- 
tersea/'^*' This sentimcnl is the exact 
counlerpan of ihe htipc lhal England 
wih be redeemed by Timivlhy, and it is 
jus! about as helpful 

In the eonlext of the British tkicu- 
meniary I nidi lion, which was the only 
imvrmiii I rad i non which Jennings had 
behind him. all his potential strengths 
go for m^lhing; they are turned, m fad, 
into p^ssii I ve weaknesses. His ardent and 
informed prctKcupaEmn with English 
culliiral history is assimilaletl to an 
idcahsiiCp and almi»si mystical fvn^ish 
nationalism, his aEtraclii>n Ut **the 
imaginative materialism of Marxism" 
and I be Blake of Tht Smf; of /.n.i is 
reduced To scniimental populism; and 
his complex and w ide-ranging acstheike 
altegiances manifest themselves as the 
kind of pretentious bombast which 
passes for An in JOs British land Amer- 
ieani documentary film-making. The 
beautiful images of Diary for TwJlAr, 
and E M. Forster's unciucjus commen- 


lary , embody the same notion of cultu- 
ral scriousrtesus w-hich pnxJucc^ ihe pas- 
tiche <>f Whitman on the soundtrack of 
Tke Royt. Auden's <ide to ihe Post 
OlTice m Mf!ht Mari and Virgtl Thom- 
son's suh-mtvdernisi musical scores, and 
while wc cannoi doubt lhal Jennings 
genuinely loved Shakespeare and Mil- 
ton and Beethoven I hey appear m his 
work only as museum pieces — as 
"High Culture'’ m ihe mosi eonven- 
f tonal, academic and deadening sense. 

The weakncv.<M^s of the Brilish docti- 
menlary tradition are, in efTccT. the 
weaknesses of British s^icial tletnocracy: 
an accouni of why imbrifria/ hriiain and 
\fa!i and A Omn far Timothy arc 
bad films turns inexorably inlo an 
accouni thedrasiic ideological limiia^ 
lions of Labourism, and in parncular of 
its bistoricat failure lo disengage itself 
from, or provide, a ct^herenl and intel- 
ligible alEernalive to. the assumptions 
and discourses of the dominant class 
cuLlure. "Jennings's polilical views were 
cerlamly lcfl-w ing,''"*hul these views do 
nol gel inlo his work, and if one were 
asked to give one's reasons for saying 
that his films could not have been made 
by a high Tory it would he dilTicull to 
do S4i on the basis of their politics. He 
hopes vaguely for a better world: lhat is 
abivut It. This world, however, though 
belter, will not be m any essential way 
dificrertT, and if Jenrtmgs is complclcly 
incapable of lonnuLating any progre^ 
sivt S4>cial aim or projecl lhal is because 
he ts imaginatively complicil in ihe very 
ideologies which such a project would 
be t^liged to contest. 

Footnotee 

1 Jm Hillier. Jennings' in Alan 

Lovfll and J«it HJlier. SJudvS m Pocunan- 
lairy Vriiing Press. Hm fwk 197?. p 9fl 
? iM.p 63 
3 M , p 70 
A itMt , p 71 
S iM . p 110 
G M p 90 
7 M p 9! et seq 
a 4>id p 120 

9 Enk Barnouw. itocEmflfafy A Hnjiprya/ (hi 
Hofr-Ftcjion fikn OOP. Hew fevk (933. p 

m 

10 *td p 90 

t1 Hillfei, dp eiE p G5 

n f P Luvis. Ari:v StaJf Sword. CHallo ^ 
■WindUS. London. 1971 

13 HiHier Dp nl p 121 

14 m GS 


44 CineAclion' Fall ©9 



FASCISM/CINEMA 


r 

by Robin Wood 


T he ju^ia.p0iitbn vf two 11] rm ufFcrs 
an appmpnale it^rting-pomi; 
umph of fhf WW. I cm Ricfen^lahlN 
record nf ihc Nyrcmbcrg rally; ^nd 
, Alain Rcf^nae^i' documcn- 
lary on I he concrntrahtpri camps, made 
twenty years Idler: the ‘before* and 
'after ^ of N'aJism vHvidly aim memo- 
rated. Whatever «rtc may thin k of I he 
iwo films artistieally, ihey are tnvalud- 
hlc social documents Hn more ways 


than — m eilher case — iheir makers 
can have m tended h iheir vatuc as such 
is grealiy enhanced when they arc 
placed side by side Irideed. I he respec- 
live kinds of ‘art’ they represent form an 
msep^irdbie part of iheir stKial/ideolog- 
tea] sipnificance; an obvious enough 
point, bui <jnc that tends in gel blurred 
by critics who believe that ‘an' can 
somehow be divorced from ptiJilics. 

I do nol wish to enter into the ques- 


non tkf intenlionaljly m Kiefcnstahrs 
liJm iin a personal level — the question 
o! wheiher she knew whal she was 
doing, of 'mreiccnt^ or "guilly' of know- 
ingly condoning Na/i-sm: that has been 
deal! with definitively hv Susan Son lag 
m her brilliant e^say 'fascinating f-as- 
eism'tmosi easily acce^ibJe, perhaps, in 
Bill Nichols' aniholagy Vffme.i 
Methmls Vol. 1 1. Ilitlcr partly staged ihe 
rally for KielVnstahr.s camerds; the film 
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ta the prtKluct^ not one wom±in, but of 
a hisEoricnl mt^ment, of a ^ipccific 
mcTvcmcnt within w^icm tulEUrc. 1 1 is 
rtut ju*i a film 'about” t-aM;isfn, bui a 
FaACi^t film; tl ceiebrateH a leader and a 
party that soui^hl total do minalion, and 
il seeks loEaliy to dominate ils audicnec. 
livery E«;hnieal and siyli^tjc devii^e 
Cbc^fien Hi impirhe a single, snnple and 
iinquesliDned view on I he spectator. 
The opemn|£ establishes Hitler as a god 
descending from heaven through ihe 
eltHids^ bringing ^rcvrlaiioii!' to Nyrenv 
berg. C Germany and the wi>rld; the film 
culminates in fa) Hiller's declaration 
I hat God has predclermined Ehe rise and 
Eriumph of ihc Nuli parEy, and (h) Ehe 
statemcnl tht 'Hitler is tiermany and 
Germany Hitler.' No amipleKity or 
freedom of ri^sponse is per m tiled at any 
point; one can only accept or reject the 
film in iofo^ as it allow's nii space ftJr the 
criticahesploraiory rnovement of 
ihoughi and imagination. Music 
(Wagner and nationahsi songs ^ is used 
purely emotively, as reinforcemenE; 
camera angles are ubiquit^iusly diclator- 
ial (low, pcr^mally io ennoble some 
very undistinguisheddcH^ktng individu- 
als, high, lo display Ihe i^pectaele of the 
Nazi military machine h I he editing is 
elaborately and insisicnily rhylhmk, 
rTpri.>ducing on the (ornial level the 
notion ol inlrieate mechanization. 

A W[)rd must he said aboul the com- 
mon 'liberal' view of the film as ide(^k>g- 
tcally monstrous but aesE Net really ntes- 
iSEible. The folk>witig i.s charade nslic; 

l>ilTh.tjl1 ihHHJgh It ma> he lor 
almiiisl anv cofilrmpuriifS sped a- 
tor ki divurce himvelE altogtelhrr 
fftjm aitiUKk^ kvwiirib ihe maie- 
nab iyut of w htdi ibc film is madr, 
even ^ueh Ci»Tnmitiedly left-wing, 
dedik'utedli' anli-Na/i writers as 
Paul RiUHa have hjd m admii 
[hit there is hEile or rnKhiitg L^ni 
Kiclen?itahl JiJ istit knovi jbovl 
film' making, ihal her mavlcry ttf 
ediling was comparable with 
|- iscnstrin's , arki Ihal the film, 
whatever fine's altililide [^tward^ 
il!^ ccHilent, dtves transcend lhal 
dtmeni and compel nne lo ludge 
It absolulelv as a film. 

- John Fuiisell 1 aybor. 
in lhal pre^EiguHis pyhlivalkm 
f ifttmn .4 Cntifiii tUcUonan 

i-aced with conlemptibic dnvcl such 
as this. It IS ditTicull to know where Eo 
begin; wiih Taykvr's quainb antiqualcd 
noiion o( whai cimslitutcs a 'leli-wmg' 
writer; wnh his apparent sense of the 
ofthc contemporary specta- 
tor's divorcing himself “a together' (or 
to any degree al all?) from ^attiEudp< 
towards ihe mate rials' im ihc name o+ 


some mystical aeslhelicism?!; wiEh his 
apparenE desire lo dislinguish himself 
from 'dedicaledly anti-Na^i w r iters'; 
with the noiion lhal kiefenstahrs 
mevhankal Irtt-bocsk editing show's '□ 
masEery . . . comparable with Eisen- 
slein^s'; or with the question of how 
cKaclIy <inc judges something ^abso- 
luiely as a Him' -- even what that might 
rtaci#/!, in terms of simple sense. Of 
course. Triumph of fhe i*i// is a 'well- 
made film”; lhal is, like, for eitample, 
Mafilrrf of thi- (oai Ark. it displays a 
high level of profes.siortal competence (it 
IS pos.sihle to think of a number of far 
more admirable films that don'l). In 
fact, Riefenstahl's camcru-ThetoriC is 
esttremely limited and monotonous: 
cciittipiirisiiri With Eisenstein^s emotion- 
ally and iniellectuallly complex montage 
can only be to her greal disadvaOlagc^ 
as the mn-wt clemeniary analysis of 
represenlalive sequences would quickly 
demonsiruEe. WhaE is fundarrKntally 
ob|eclionabte about Taylor's position, 
however* is its implicit noEion of sHimc 
kind of 'abivolulc” beauiy. The notion of 
beauty is, on the contrary, a I ways cultu- 
rally determined: if we develop even the 
most rudimenlary polllica I awareness, il 
becomes necessary lo choo5r the kind of 
beauty we support, the kind of pifeasure 
That wc ertjt>y. The alleged beauty of 
Triumph of thr HW is a Fascist beauty, 
cenlred on dehumanization, mechaniza- 
tion, the drive to dominalitrn, milila- 
rism. If one di^es noi %uccumh to Ehe 
Fascisl lure, one can only find the film 
uniformly boring and repel lent. 

amt Fo.? briefly quoles from 
Riefenstahl's Him, and the connection 
established intertsibes one's sense of the 
efficacy of Resnais' as antidole; 
obviously enough in terms of content, 
bul also in terms of style. The emolional 
impact tkf the malenal can ^arcely noi 
he 4.]Verw helming; but K^xnais and his 
writer Jean t ayrckl do everything possi- 
ble to allow the .spectator distance and 
analytical freedom. The film attempEs to 
make il pov.sihlc to coniemplaEe the 
unendurable. Ibe achieved distance has 
tlve efl'ect. paradoxically, of mmasin^ 
awareness of Ehe appalling nature of 
whal IS shown: instead of being numbed 
by horrors, the spectator's capacity for 
thc»ught. unaginaEion and empathy is 
given sct>pe and freedom. One is struck 
here (especialJy in comparison with Ric- 
fenstahl) by the complexity of means 
and eflccls wiihin a halFhour di>cumen- 
lary. Music is u.sed as a^unterpoini 
rather ihan reinforcement; similarly, the 
cool, concise narration ctmlinuously 
counterpoints I w ithout undcrculEing) 
the cmotitmal impact of ihe imago. iTie 


entire fllm is built on a complex pattern 
of formal allernalions that foreground 
the rr>cdium, so that Ehe sense of actual- 
ity is consiamly paralleled by an aware- 
ness of filmic discourse: present/past, 
colour/bEack-and- white, moving fllm/- 
stills* stylised eamcra-movement/ 
au I hemic newsreel- Wc are cficiiuraged 
— up lo a certain phomt — to 
aht>ut what we see. Like F-a.scism itself., 
TViump^ of the WT// depends upon pas- 
sivity, upon ihe readiness to accept, be 
led, be mani pula led, be mdocinna iedi 
iV/jehi amt Tog presuppi>ses the viewer's 
active intelligenc'e. 

]| is easy to surrender to Ehe film in 
admiration of its achiexTmcnt; yet the 
more times I >cc it iinfluertted. certainly, 
by PcEer ifarcourt's excellent article on 
Resnais' dtK^umentaries in ftim Com- 
mem Nov./Dec. 197.^), ihc more I am 
aware of lhal 'certain point,' the more I 
am Icfl al Ihe end with dis.salisfaction, 
even anger. One cannot clearly separate 
ihe film's 'poetry' from its attempts to 
create distance; bul as il progresses orK 
has a growing sertsic thal poetry i-s being 
^jubsiiiuicd for ;snalysis, that, as much as 
it is a means of defining a sensitive and 
civilised attllude to the ultimalely appal- 
ling. It Is also a means of evasion and 
conccalmenl. Il is surely impovsible not 
lo be deeply afTccied by the ending, in 
which the camp authorities, on trial, 
from high to low, commandant to kapo, 
disclaim responsibility, and Ehe film 
leaves us wiih the queslkm, 'l"heri w ho 
is respo-nsihle?' Vet, unsupported by 
any efTort |o analyse the rovUs and sour- 
ces of Fascism in weslern culture (which 
liberals* perhaps, cannol afford to do 
beyond a 'certain pturn'K the film is able 
10 avoid suggesting what the answer 
might he, whether m fact there is one, 
or, indeed, whether the more pertinent 
question might not be is respon- 

sible?'. In fad, what we are st^ lempted 
lo surrender to may he not so much the 
film's intelligence and sensitivity as its 
seductive despair; and despair, while 
understandable enough as a re^pittiw: to 
I be enormities we have been made to 
|i,Mik at, is never a very helpful emoiion. 
What the ending leaves us with is liber- 
alism's familar handsel n-the-air gesture 
of appalled helplessness: these ihLitgs 
have happened t^fore: they will happen 
again; they are a pan of nature or the 
human condition'; there is nothing wc 
can do. The film's position slrongly 
reminds one of Treud's 'ci>mpulsiE>n lo 
repeat,' which he elevaied from an accu- 
rale clinical perccpEiEPfi io a very dub- 
ious eternal meiaphysical principle. 
Mtchael Schneider comments I in Sruro- 
sn ami Corfjriififlnl: \ . like decadenl 
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bour^iMK philoM^phrrs he [KreiJdj 
look the *‘dcalh irtMincl" of n murder- 
ous and liuieiiiil tlivs, the imperialist 
tKmrutcois ie, for I he “ insti ntlivc miure 
of man as sutk"'* Resnais and Cayrol 
repeat ibe error. 1l i^ my puTpo?< here 
(with the two 111 ms slid presenl as )|iuidn 
or "markers') to sug^M ihe lines a2on|! 
W'hk'h an analysis of Ihe sc'iurtcs of F'as' 
asm, and an adequate ihef^clieat oppo- 
sition til ii, mitthl he developed- 
A dictiijnary iktlnilion oilers a sim- 
ple startin^-poini: 

fasfiim. FriFKIpItN and t^risamia- 
tum H,it Ehe palrkotJi: and MnU- 
ttimmunjM rnLuemeni m llaly 
started durmjt the NI-l-lK war, 
Ollrtlinatinf!. in the dhi^takirkhip (Kf 
MuAstdini. arnl imilaled hy F asost 

■’f MaLk^hin a&siKjakims in i>dier 
eciuntnes . 

Concise t J I: I > 

1 he dh.-tii>nar> ii« rcicr us 

to ihe I. aim word fnsrfr. "Sundle^ 
of rodii. With Jisf in ihe middle cjr- 
ned by lietsirs bek^re hijih mapis- 
Inile^ ensi^mi t:A aulhfinty 

The detlnlimn (besides establishing 
that Tascism is both ibeory ami prac- 
tice. 'principles and orEtamjalion") gives 
us three of ils essential cc]'mpor>i:nls: the 
emphasis orl nationaiisin {and 'patritjt- 
rsm/ however its defenders may des- 
cribe ik alw ays has a habit of transform- 
ing itself into imperialism): the 
opposition to commurlism (which 
underlines the opportunism and grotes- 
queness lif the phrase "National S^K/ial- 
ism'F — this at the time beldre Soviet 
communism had hardened into Stahn- 
ism under the pressure of the forces of 
react loriK when ihe Russian Revolution 
might still have been regarded as. inaug- 
urating a new, inEcmationaE. scKiety 
based on true Eiheralior^ and equality^ 
the logical progression lowards ihe 
enthfonemcni of a supreme auihoniy- 
figure (lluce, Fuhrer, G^hJ), The La I in 
derivation suggests i ha k even if Ihe term 
Fascism should amrfh be applied only 
to a highly specific iwenlieth century 
movemenk its basic impulses and len- 
dencirs go right back thrciugh human 
history and are readily apparent around 
us today* irt calling Triumph of ihe fTj// 
and htif^hi and Tag 'invaluabk social 
dtxumenTs' I had m mind less their 
iHutnination of events in another lime 
and another place than ibc light I hey 
can throw’ on our con temporary* culiu- 
ral silualion. 'Auihonly^ is clearly ihe 
key word: Fascism, buill on the notion 
of the right to dk>mination and power 
over others, backed wherever necessary 
by force and coercion, simply carries the 


authority principle la ils logical 
cuiminalion. 

Against lor beside | the image id u 
Fascist society, let us place our own. I| 
bears the label 'demctcracy,' and is nt>ur- 
isbed by cerlain sustaining myths of 
freedom and equality, Rationally 
regarded, il can be seen to he huiii on 
inter-locking structures of power/ 
domi nation/oppress ion: 


rich oppress psHir 


employers 

men 

whiles 

straights 

adults 


employees 

wxsmcn 

nan-whi[cs 

children 


In sivortr I here are piffemm^h F'asdst 
tendencies alt ariHind us and wilhin us. 
ineradicable at ihe level of the individ- 
ual because inscribed in the social con- 
ditions i^f our lives, informing 4.Hir rcia- 
tionshipis I public and private), in evur 
oFTiees, our classrot^ms^ our siliing- 
rtHsms, ciur bcdriH>ms. Putting together 
ihe Items in ihe ab^jve list gives us ihe 
privileged (igure i>f <Jur culture, the 
while upper- or mkkJk-class adult hetero- 
sexual male. At risk of ahenaling many 
of my readers, I have tt> say ihat, given 
the condilions of our cutlure, from its 
economic base to iks idcokigical super- 
struclure. such a figure is inFKrenlly 
Faseisk We are of course speaking here 
of an idcok>gJcaJ con.stfuck \t is noi 
impossible for tminiJuais to transcend il 
or negiite ils aimptmenls {though ihcv 
can do fur only wiih great difTicully and 
determinaiion. ihtiiugh a grueling pro- 
cess of aw'areres.s. sell -discipline anti 
self-abnegation f 1 1 is perhaps surprising 
liowi' many succeed; same of my best 
frknds are while upper- or middle-class 
adult hetereosexual males. 


W here did this begin? .A| that 
momenl in pre- history when the 
two major foundalionrs of {>ur cul- 
ture were laid: ibe insiituiion of privaie 
property: ihe instituiion of palriarchy, 
The I wo apparently coincided — which 
was nol, of course, a 'coincidence' in Ihe 
popular sense of the term. The right to 
pnvaic ownctsNip — substituting c<vm- 
peiitiixi for ciwjperai ion. seE King human 
beings against each other in the struggle 
for posscssbn — seems immediately k> 
have gorw beyond the right to own land 
and objects, to include ihe right lo own 
peop/e: the victors ownership of cap- 
tives, Ihe master's ownership of slaves, 
the man's ownership of women. Privaie 
ownership brings wilh it the institution 
of marriage, monogamy, the palrtarchal 
family. Have things changed lhat much? 










We still talk familiarly of employees as 
"wage-slaves* and of women as 'domes- 
lic slaves': the so-called 'sevual perver- 
sive* of sado-mastKhism simply acts out 
I he implicalionv of the bask power- 
relations within all our cultoral insutu- 
lions. I font defines Fascist jeflafrflrk'j as 
E he drive for power over olbers, one can 
see EhaE they are expressed in a great 
deal of our daily vivabulary. T very one 
knows EhaE lerms like 'nigger'. *yid', 
'faggoE' carry Fascist overtones (they 
were invented to eslablish the supierior- 
ity of one group over another* and arc 
used striclly for I ha I purpose). But Ehe 
same is irue of such lerms as 'broad'^ 
"chick', and even "girF iwhen i! is usei.1 lo 
refer lo a pers4>n who is in faci a 
woman). 

The 'Fascist society/ then {which Tri~ 
umpk of the W i// gives us a privileged 
opportuniEy to examine in detail), 
simply cames lo Eheir logical conclusion 
many of the tendencies present in the 
society around us. W'hat can one set 
againsi ii? Clearly, the nn-vEiE^n of iFie 
iiberaied’sixheSy- And if we are nsu yet 
— and hopefully may not become — a 
Fascisl society, we are even further from 
becoming a liberated one. {'L.iberation' 
must never be confused wiih 'permis- 
siveness'., Ehe very name of which 
implies authority — whaE is pcrmiiied 
can also be forbidden |. tndeed. Ehe 'liF^- 
erated society' exists only as a notiim, a 
concepE. an ideal {whereas the notion of 
the Fascisi sticicly has alreatly achieved 
variou.s incarrulions). I want tlrsi lo 
con.sider in imvre deiaiJ what light Tri- 
umph af ihe Wiii throws on l ascism, 
before reluming to Eh is concepi — 
w hicb we can meanwhile deline in 
iive lerms, as ihe aMrtfim of ail ihfjsc 
instances of oppression I iiemi/ed 
abvsve. 

))ow much of bfa/ism is actually 
reflected m Riefcnslahl's film? 

a) The ipeet he.i. They sav remarkably 
little, consisting largely [like the visual 
'an' of Ehe film) of empEy. inElaied. 
vaguely inspiraliimal rhetoric; the Ma/i 
parly ls 'saving' fiermany (primarilv 
economically. huE also spiritually k 
palrioEism is encouraged | to ibe point 
iJeliriuETL/hysterij): "racial puriiy' lEhe 
concept of w hich ami rec4>rds 
the logical conclusion) is cjisential. 

b) lyehumamzutft m. The c^m version t>f 
instinctual cnereies IWto mciFianisin: the 
naraties, th e ma relies. Ehe )KWWe-slep 
iTie film’s I am<His 'spectacle' is the s[W- 
taclc of human beings objeclified. 
mechani/edp EUrned inlo tiny cogs in a 
vast machine. l“he equally celebraEcd 
sfiectaclc of Ehe prixluctam numbers m 
Busby Rcrkclcy musicals provides a las* 
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cinalmijt p^raikL/invcniun: m Kiclcu- 
^uhU Ihc ipctlacle li malt artd aclive, in 
Berk«]t^y lema]^ and pa^^i ve, but ih^rre is 
tht same emphasis on the mJuclion of 
the human to the mechanical 

c) Mai^ru ot /ifjarr Berkeley jtiscs 

us Women ijhjcctiricd as spevtacte for 
the male |uize. 7riumpkijr/ihtf W 7// redu- 
ces women lo I he rdc of bystanders ^ 
admiting the assertion of phallic power 
(ihey arc als43 allowed Eo appear, as pan 
of I he spectacle p in peasaiiE costumes), 
live film insists on Us phallin: imagery mf 
Auuj4iiw; etecl spades« erect weapons, 
erect Hags, slitT legs thrust forward m 
the goose-step Thruught^ul I his film 
directed by a woitiar' si Hu let's a>n> 
mand. the phallus is celebraled as Ehe 
supreme symbol of male dominance, Ehe 
pKmer of the phallus perversely equaEed 
with the power of Ehe machine, (For an 
ahemalive role perrmtled wiimen under 
Nazism, see the female concentration 
camp guards of ami f of^: mon- 

strous figures, stereoty pically 
dc-feminiredl. 

d) The mifaririftatjafi a/ iMti^ifea 
Cuiday we rule CJermany, tomorrow Ehe 
Wiirld'l- The importance of the corv 
seription of children t tspecjally, of 
course, male children I for the gloriiHis 
Nazi fulure is underlined repeatedly m 
MiEkr's speeches and m Riefenstahrs 
imagery . We may compare the indoc Eri- 
nalion of ehildren within our cullure 
(we prefer lo call it 'strciali/aEion/ a 
word EhaE shcnild always be profound] y 
mistrusTed): ihe transmission ol the 
dommanc ideology (patriarchy, capital- 
ism) as unquestionable fact and truth. 
The form this indoctrinalion lakes is of 
course much levs blalani t arguably, 
more dishoricsi) ihan ihe conditioning 
of Ihe licrman young as future Nazis; 
our educational system is de\i>ted to 
'teaching children to think for them- 
selves" — within carefully repu Haled lim- 
its. The I wo greal seminal llgurrs t^f 
20th ccniury ilK^ughh Marsi and Freud, 
have no place withm i>ur pre- university 
curricula, except perhaps as bogeymen. 

c) C/cun/rnrsj/WflrA In \‘ffcht ami 
the slog^ins in-senbed over the gales 
of the concern rat ion camps are 
'Abandon hope, all ye who enter here/ 
bul "^Cleanlmess is Health" and ^Work is 
Freedom': values msisEed upon alsi.ii in 
Rietenstahl. I shall lake e^ch in turn. 


I. In relation Ht the camps, ihe imph- 
cations of 'Cleanliness Ls Health' (a 
phrase iHjr nvothers might have taughi 
us) are sinister irnlccd, the clcanlmcvs m 
quRition being I he purity of the Aryan 
bICHMj. Night anti Tog underlines the slo- 


gan's hideous ir^my whai the camps 
prvHluccd was ihe ullimale fdlh of rot- 
ting human corpses. Cleanliness is 
established early as a value in Riefen- 
stahl's Him; the alL-boys-logether wash- 
ing scene with the hoses. Subsequently, 
the ideal of cleanliness aligns itself logi- 
cally With militarism and mechaniza- 
tion. 1-reud saw the obsession with 
cleanliness as a mark of scsual repress 
skm; utkI moM of u^. at !«>me piimt in 
our Lives, have eneountered the notion 
lhat sex is 'dirty.' The real "triumph of 
the wilt' IS the conversion of sexual 
energies into the Uhc sub- 

|ccl, treated Eragically, tisenslein's 
han ihi' Jemhit). As for an aJiernative 
image of health, one might opptvse to 
Riefenslahl's cleanliness a character 
from a film made in France the same 
year: le Fere Jules in L'Amiame, who 
lives amidst 'liLih" (the continually mul- 
tiplying cats) w ithout a vesiige of bour- 
geois squeamishrteNS. who is totally 
unrepressed and inumphatitly healthy. 

II. As for 'Work is Freedom,' the 
vacuousnesv of the sUigan is imme- 
diately apparent when wc rcfleci: that, 
under h avusm as under democratic cap- 
ilalism, ’wi>rk' can cmly be^ for the greai 
majority of the population, alienated 
labou r: I he performance of non- 
pleas urahle act I vines Thai allow she 
indivi^lual no creative satisfaction, for a 
motive that has no direel cc>nrbeetion 
with ihe activities ihemselves l^whelhcr 
the motive be perceived a.s the acquisi- 
tion of money or ihe fulfilment of 
■patriotic' duly scarcely mailers). Ii is 
ihe neccssiiy tif alieriaied labour ihai 
demands Ihe high degree of 'surplus 
repression' within our culture: the 
degree Thai Freud already saw as im piss- 
ing increasingly inlolcrable burdens on 
the individual. One must distinguish 
carefully here between lwx> Freudian 
concepts lhal are often popularly cor^ 
fused: 'repression' and 'sublimalion.' 
Libido I erotic energy) can be success- 
fully and salisfyingly "suhli mated' into 
pkasmubJe crealive activity (which is 
why ihe great cultural achievements of 
humanity are always seen, psychtKina- 
Lylically, as rooted in sexuality). Alie- 
nated labour, however, requires repres- 
jjon of lihido: as the activity ia by 
deliniiMPn unpkasurablc and Hripm any 
personal viewptuntl nijn-creative, there 
is no way in which its performance is 
accessible through sublimation. The 
emphasis on work in Hitler's speeches 
(grounded of course in the long- 
established "PnHcstanl work elhic.' wuh 
ils assumption of the moral excellence 
of work and self-denial I again under- 
lines the conversion of sexuality into I he 


power-drive, the logical slogan would be 
'Work IS fXjmination." 

n The popaianty of Nazism. More 
frightening, perhaps, than the gtKise- 
slepping Nazis are ihe crowds lhat cheer 
ihcm on. the involvement in and cndt^rsc- 
menl of Fascism by 'ordinary people/ 
'Who is responsible^: on one level, ah 
ihosc well-inicniioried ciiizens who 
‘inntJtenily' line the streets to cheer ihe 
Nazi processtizns, and whose 'inni.^enr 
complicity made the concent raLK>n 
camps possible. (Their tv>ntempt>rary 
counlerparts are, arguably, the cinema 
crowds who cheer on f4arrisi>n Ford in 
Rauirf f pf iht' t ait Arky WAul is resfKvn- 
skble IS precisely this icrribic inrKKence 
— the state of ignorance and mystifica- 
lion in which people are kepi by our 
S4Xial instilulions — piphtics, the media, 
the educutmtial system, ihe family. 

t>ther components of Nazism are fHiX 
rervdered explicit in Riefenstahrs film: 
a) Fmphasis on the family, as the means 
of perpeluaEmg the race and ctmtaining 
sexuahl >7 through the rigid definition of 
set-rciks. 

h| I he suhi>rdination of women wiihin 
the family,, their role as reproducers, 
their sexual Hdelity to ibeir Aryan hus- 
bands guaranleeing racial purity, 
c) Slricl sexual morality: sex for prt^- 
crcaiion: hence ihe channelling of sur- 
plus sexual energies into work/ 
ckanlineWmi tilansm. 
d| The persecution of gays, which, 
throughoul history , ha.s always gone 
hand in hand w-nh ihe oppression of 
women ('witches" and 'fagg<qs' were 
burnt together). On the pcrvmal level, 
one can invanably assess from the w ay a 
man treats women what will be his alti- 
tude lo gays, and lire vena. 

In relrospecl from the present, the 
persecuimn of gays — alluded lo rvcilhcr 
by the Fascist Riefcnstahl in I^M nor 
by the liberal Resnais in 1^55 — 
assumes particular significance. It 
appears lo have been as deliberate and 
systematic as the persecution of the 
Jews, except that gayv — especially at 
that penod of I heir history — were 
much harder lo track down (it's remar- 
kable that the Na/is found XN>.(KMI) 
Arrwmg I be important of Freud's 

discoveries — and one whi^ implica- 
tion.s Freud himself was totally unable 
to follow through — was the disetwery 
of universal bisexual ily every one of 
the *casc hisEories" Freud iinalysed 
revealed at mime level repressed homo- 
sexuality^ in many ca-ses (the 'Wolf 
Man.' for example! it is obvious lhal Ehe 
patient's neurosis was the outci>mc ol 
the repression. If the human infant is 
naturally bisexual (which now seems 
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dtfTicull lo doubt K then it is plain that 
the Tcprcviion of Noniose:i.u^l impulses 
ii the work of culiurr. noi naiufe. I'bc 
muiivali-on is obviouii^ enough; ihe 
fieprftsk>n ol blseKuuLily ii nccc?iar> tor 
the perpetuiilion of hclcritscKual male 
dorninun^e, the rule of I he syrnKWit: 
falhcr; which emails amon^ lilher thmij^ 
the ri^d and ^lear^'Ut delimtion of wtuiE 
b masculine and what is feminine, so 
that what is designated feminine can he 
kept in Its place, as dependent and infe- 
rior. It IS throu^ the rcpres.sK>n of 
bivc]tualiE.v ihaE ihe hcfefoseMial make ls 
eofisiructcd as potential E-ascLst. The 
$0CiaE acceptance of bisetualily woukJ 
ferK^usly uisderntii^ the central unit of 
our society and the basis of its inherent 
Fascism, the paEiiarchii] nuckcar family, 
ll would aks(] be a crucial step Stjuards 
rcs^slvinit the ctirrent crisis in lieierosesc- 
Ual relations, m which wonven c^vntinue 
Id be oppressed while they are 

oppressed 1 1 is u hat I he Fascisi mcnlal- 
ity vupremety tannol toiler;! tc. HctKe Ehe 
siren glh and pcrsiMcrtcc in oor culiurc 
of lhal Widespread mental illness 
bomophobia; to the heter^!^se!tual mak, 
his own repressed homosr \uality 
threatens his entire stKiat const njclion, 
hence il must he dist^wned wilhin the 
self arni vilified in others. The political 
compkes we call k ascism ls redected. in 
microeosm, in ikie individual. 

The etsntemporarv relevance of 
umph of the Jrj7/and amf must 
now be plain One cannot (esccpl per- 
biips as polemical hyperbole^ call Rea- 
^n’s \ SA or 1 hatcher's Hnlam a has- 
ctsi state: one can. however, see very- 
clear] y I he various comptmcnls of F- as- 
cism building up all over the western 
world: I be Moral MajtJniy: 'rcvi^ahsl' 
religi^His groups; ihe growing sirength 
of overt ly Fascist orgaru/ations in w est- 
ern nations fi e. ihe KKIs, Aryan 
Nation. National Front): the consEant 
emphasis on Ehe I amily, and on ibe 
nc^ to defend/preserve the traditional 
morality that suppiirts it: ihe feviva] of 
the 'good old values': the perseculion of 
gays. The concenlralion camps may not 
be thal far away, and the queslion 'Vir'hu 
is responsible.^" could be lelE lo have 
immedialc personal relevance. 

To sum up succinctly: the ikn^i i>f 
F'ascLsin will only be elimuraEed from 
civiltsation when two condilions btive 
been fulfilled; ibc abolition of privalc 
prope rl y, and I he si h:uiI acktnowledgc- 
ment arid accepiance ol universal bises- 
Ualiiy. Those are the two prerequisites 
for tkw liberated society.' The 'art' of 
Tftumph of ike is buill upon the 
total repression and negaEion of the 
pci^sibility of such allcrnaEivcs; and u is 


Resnais' failure to pursue an analysis of 
Fascism lo these conclusions that leaves 
otui nowhere to go bui 
despair. 


As western cully re is pervaded — on 
ail levels, in all ils social relalifms — by 
F ascist lenderKies. ii is inevitable tkial 
these should be reflcdcd ihroughout ihe 
mainstream cinema The 'camera rhe- 
tone" of Tt-fotnpk of the — the con- 

crete expression of a I-ascist aeslbclic — 
is by no means unique lo lhal film, fo 
Riefensiahf or to Na/i rilm-maFing. 
and cannoE be neatly packaged and put 
lo one side. .All the lechnical devices 
Ricfensiahl employs are common cur- 
rency in American and European 
cinema {if seldom eoncenlralcd in so 
rigiditlcd, systemalic and exclusive a 
form), and ihev cannol he purged of 
I heir connoiafiims of dominalion and 


munipuLiiiion. 

ITiis may scHjnd like Ehe preface tc^ 
one of Ehose blankcE denunciaimns of 
{a) HollywMiMxl and lb) narrative cinema 
in general I lhai have proliferated wiEhin 
the progressive film erilicism of recent 
years: I intend it as exactly ihe reverse. 
While patriarchal capitalism otmimues 
(and I personally dim'E sec it ending 
overnighl, or wiihm my lifetinseF the 
F ascisi poieniial will continue with it. 1 
am noi sure what a cinema entifcly puri- 
HetJ i>i F-aseist connoLi lions, F^ascist 
impulses, would be like, bui it is dear 
that ll cxMild exist of only on ihe 

fringes ihttih of cinema and of stvciety), 
and lhal — as a marginal practice, 
renouncing not only mainstream cinema 
hut Ihe entire dominant I radii ion of aft 
in wcslerrt culture since {at leasi) the 


Renaissance ) il would he a cmema of 
I- vert, for example. kiJifhs 
of ihe -Sphin I seems by no means free of 
ihe desire lo di>minalc and manipiilaEe: 
it is relevant to ask wheEher domination 
iuid manipulatiim are ncit, to a degree. 


inherent m any noi ions of 'form' and 
'simclurc.' The cirfa; ma in which I ariL 
imcresEe^t il n in which the basi c 

sifuctu res aiT dj:onflicts <>1* our__cUllurc 
jiftTTTT^miaTTrcir— on boih ihe Ehematic 
and formal IcvcIsl Eti dramati/e stsme- 
thmg IS necessarily to reproduce it. Ol 


ciJurse, many Eilms merety reproduce, 
and thereby reinforce. But iFktc are al.wi 
many that, m reprtHJucing the social 
and psychic structures of our culEurc. 
simullancously subject ihem to criti- 
cism. I shall glance briefly al the ways m 
which F'ascisl impulses arc dramatized 
m the Wi>rk of two of ihc greal Hoby- 
wood masicrs, Ford and Hiicbcock. 


F'ord's "kibtEoricar cir^ma is explicitly 
concerned with domination: the sujuga- 
Lion of the Indian, the eliminalion of the 
lawless,' Ehe chaining of ihe efoiic. the 
subordination tvf women; in brief, with 
ihe multidevelEed imperialism upon 
which the history of America was 
founded. A frequent characEerislic of his 
work is the 'ennobling' k>w-aiigke shot 
soconiirKm in Triumph of ihe Wif/, and, 
as in Ricfensiahl, it is used to ^ve sta- 
ture to Ihe figure of the 'charismatic'^ 
leader, and to dignify and poeticize mil- 
itarism (those famous images of the 
cavalry again^it the sityline). T'he milita- 
rism that i-s a prominent (superficially, 
even at times the dominanl) ihread of 
the cavalry films actually echoes, them- 
atically, certain momenis in Fbtler's 
speeches: the noiion lhat ihe individual 
achieves meaning and worth only 
through the self^ahnegation of service, 
discipline, assimilalmn into ihe mililary 
group, the patriotic mission- There b no 
doubt lhal such feaiures answer lo a 
powerful impulse in Ford's work. Vet 
no one familiar wlih thai work wilt con- 
ceivably be salisfied with such a descrip- 
tion of it. The fealures I kiave mala led 
never exisi m isolation in ihe Films, at 
the level of the sequence or the shot: 
ihcy are everywhere qualified by ihe 
pervasive sense of defeat and toss, by 
inlimations of resignation and disillu- 
sionmenl, by iFk emphasis (consistenlly 
conflicting wiih the notion of dignity- 
ihrough-assimilaiion) on personal 
drama> personal sacrifice, personal 
tragedy; above all, by the continual play 
of paradox^ the seeming cornmiiment to 
America^ ‘manifest dot in y' ironically 
counlerpomted hy an awareness of ihe 
actual desuny that becomes manifest, of 
the loss entailed in converting the wil- 
derness inlo a garden. ‘Fascisi' tenden- 
cies, lhat is, arc a I oikc inscribed in the 
Films (oflerl quite explkitty, m jingoistic 
speech, etc-k and repudiated by them. 

T he case of FHitchc^^k is even more 
fascinating FI is celebrated tech- 
nique is explicitly dedicated to 
power and manipulation ('putting the 
audience ihrough il,^ 'giving the 
audience emol ions' k; his obsession wiih 
di^minatitm is evident at every kcvel of 
the Films. Their I hematic is centred on 
power-struggles, and Fkitchcock seems 
to see all human relations in terms of 
tFic drive lo dominate. (One has only lo 
qualify this as 'all human rebtiuns umfrr 
patrmrrkaf topiiohim* lo grasp that in 
this he merely pushes to its Logical 
'excess' the dominant tendency of our 
cuLlurek. Al the same time, tkic Films 
ctmtinou.sly foreground tlye perverse- 
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ntss, the monstraujkJiAih, ihc dcslruc- 
livcress of iht pKTH’cr-drivt (ab<.ivc all. in 
ihcir pen-asivt sertse of [he tmpoK.ifh^lin 
t>r hcicrc»^KU£il reliiEiuns thal arc nni 
pcnerleij anil iwido-maMKhislic). Cha.- 
raclcii^tically, ihcrc izomi^ii fiii!inicn[ in 
the filnii in whH;h ^peelalEir idrnlifica- 
tion (I he niain^iay of HdefkiM-k's dom- 
ination of his a Lidiei^L'cs j is abruptly 
broken and eve lathing i* calJcd into 
qucf^tion: the moment in Mrar U 
when [he audieni'c sees what ihe pro- 
ta]^onis[ dEJcsnh: the ‘premature" ftvela- 
lion Lfi f the shi^wer^ murder m 

Fnrktf. fhe Ifileheoek 'viJIain^ llJnefe 
Charlie in .V^atA'iH- of a Ihruht, [he V- 
hi>j| commander in i.i/irimot, ihe dnmi- 
nam murderer Bruno Anthony 

m on a Truin) charaelerish- 

cally dramaii/es ‘fascist* tendencies, and 
is presented av j| once fa-scinatinj;:, per- 
verted, mi>nstrou.s, and ullimalely self- 
desimclive, and his seductive 'potency' 
revealed as, at anolher level, fmpc^leivee. 
So, whiile ihe domiruilion impulse pier- 
S'adcs fhichcock's work at every level, 
the fdms are not fascist films: ralhcr* 

I hey arc films in which Fa seism is pres- 
en led. dramatized and dismanlled. 

The Tascisi po[enlial of ihe Hollv- 
w'tKid cinema has, on the oiher hand, 
been fairly nakedly revea^d m recent 
years — the years of recuperation (in 


both senses <,if the word I after Vietnam 
and Waler^tc. I want to aincludc ihis 
seclitm by corts.idenng, very briefly, ibc 
phenomenon represented by f^ln^s like 
the .Srui- H'^rr trilogy and ihe Indiana 
JoneE movies: nol only by the films as 
films, bul by their ‘phenomena f pt>pu- 
hr success. In their heavily signified 
'fairy-iale' innocuousne^s they suggest 
something very close to an aclual Fas^ 
cist popular cinema. 

It has been frequently pomicd out 
I hat I he ending of Star Man was actu- 
ally modelled on Tnum/fh of the M id. 
I his was probably mlended as a joked 
am cenamly ntn accusing J.ucas — or 
-Spielberg — of ctimplkity m stime "dia- 
boJical' and deliberate Fascist p|c:»i), 
When inie considers the symbolic role in 
the film of 'ihe Force' — together with 
its audiences' widespread readiness lo 
"hclieve'* albeit as a child "believes’ in 
Santa C’laus — the pkc becomes some- 
what unfunny. The step from 'the 
F'orcc" to bJa/i mysticism (Fliikr's 
remarks alnjui foxi and the Party) 
seems a limall one: simply lo step from 
’nol being serious' lo "being serious.' 
which can he made in a second In Raid-^ 
en^ the Fierce bcci:imes nuclear power 
(Ihinly disguised as ihc Ark of the CoV' 
enant): as Hiller enlisted God on the 
side of the Nazis. s€> here Gtsd is enlista.1 


on ihe side of America. So long as 
Americans dim't kx)k, their enemies can 
all be dcslroyed while they remain safe. 

Two conspicuous fealures of the?ie 
films are particularly significant; la) 
I heir deliberate mindlessness, and iheif 
cultivaiion of a mindless audience^ (b| 
their technical 'biilliancc' and supreme 
professionalism — a mailer of keeping 
Ihe audience da/zled, unabk to re^el, 
in a stale of total dependence on the 
nexl narrative twist, the nexl ‘cut/ in 
which the mcKi grotesque assumpiion« 
are passively assimilaled under cover of 
'innrxuous" entena inmen t. The eieev 
siveand repulsive violence of It atden — 
mil ic ted, apart from a lew wcnirKis sus- 
tained by ihe hero, eJiClusively on non- 
Americans — IS plainly meant to he 
enjoyed (Nt>rth American audiciKes, al 
least, actually ^'Arrr it). 

Let us he clear: these are si ill not. m a 
strict sense, 'l ascist* films: indeed, on a 
superficial level, ihey arc careful estphe- 
illy to dis.sckciale themselves from Fas- 
cism by identifying ii with the villains 
(Darth Vader, ihe actual Nazis of Raid- 
trij. But they rcpresenl precisely the 
kind of "popular entertainment' one 
would expect to he produced and 
enjoyed ("mindlessly,' nf course! within 
an imminenily J ascist culture. 
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by SbeHa Patty 



P ercfptiiJTih aTMJ react k>ris to BLiLk 
Alncani; dair from as far back as 
the Mih ctffiturjr/ ii was howeser* 
during the laEc iKih and early [9\h cen- 
turies Ehat rads! attitudes toward Blacks 
dfveU>ped and flnuri^shcd in France. 
These attiludes Were derived from an 
inlerplay of hisic'^ricaL p^ililicaE, social, 
economic, aesihelic and phikKophical 
faelors — '"from the soil of which the 
field of racpsi discourse was able to lake 
roots and on the nutrients of which it 
has been able pjrasitkally to ihrive."- 
Much of the French lileralure^ from the 


17th century imward is entrenched m 
racist discourse ard cenam French film 
productions haAC nol failed lo follow 
suit. 

this essay will demonstrate that 
although the film Bhi k Mj-c- Vfsc (Th^s- 
mas GlIou. E>ancc. may on the 

surface level be creating a "tun" pi>f- 
trayal of Africans in Pans, on a deeper 
level the film is in fact perpetrating neg- 
ative images of blackness ih rough its 
grounding in racist and colonial dis- 
GDurse. David Goldberg employs 
Michel F-oucault's notion of a discourse 


(as described in 7^e Areheatof^y of 
to explain lhal a wefN 
defined field of discourse arises out of a 
'“discursive formation’’ consisting in a 
lotality i.if ordered relatit ifts and correla- 
lions.'* lidward Said's analysis of '"rela- 
liorLs" between the Orieni and the West 
leads him lo contend lhal Orientalism is 
a '^corporate instilulion" for "domirtaT- 
mg, resiruciuriog and having authority 
over the oneni.’*^ 1| is not the sct>pe of 
this paper to Cijmpare Africanist and 
colonial discourse to Orientalism. 1 1 is, 
however, my intenlion lo ciamine bow 
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"relations and correlations'' are or^n- 
iicd I h rnu jsh i he '' mischief of aesi hetici- 
?ialion^’^ which is at work in Bhtk MU - 
mur. The tlkgesis of the film-icxt 
informs the spectator ihaK an ^'insaluh- 
fious" apartment hoi Id mg in [he north 
slums of Paris will certaml)- he tom 
diiwn if I he African rcskknls don't per- 
suade the health lospeclor (Jacques Vil- 
len) to change his mmd. Aiirmpts lo 
buy off the inspector fail the reskienis 
decide lo ''marahoutcr'' Icasi a spell on} 
him. Critics^ have labelled the antics 
slemming from this decisii,]n a well- 
hlended mint ore of 'VxutLsme r^alisie^' 
(realist eKolicism) and 'VKOltsme do 
comique" (comic exoticism}. 

One of Wesi Africans leading actors^ 
Sijin Bakaha. refused a pan m The film. 
According to Bakaha. everything is 
ncgjiivc in this film ... 1 refuse to play 
a part where the African is portrayed as 
an idhit, withom any personality . . . 
Tm r>ot surprised that B/tirk 
triggered applause from ihe very* Afri- 
cans that it ridicules from beginning lo 
end ■ ■ simply because this big'hudget 

film is a commercial film 

The very siruciure of the film informs 
its ideology, for almost every utterance, 
every representation* every elemeni of 
icxtual siructurc reinforces French 
colonial thought. The use of “realism” 
for the purposes ol dramatic recnnstruc- 
lion endeavours lo conceal I he very 
processes hy which meaning is created 
in the film. Onginal cinematic contenl 
and forms are rk>t being geoe rated lo 
probe African realities. Since Weslern 


codts are not being subverted, explana- 
tory power remains wilhin I he domi- 
nant paridigm and real problems arc 
glossed over m order lo portray Afri- 
cans as naive, irresponsibk and unne- 
cessarily superstitious. This hehavmur 
seemingly stems from African spiritual 
beliefs which are prcscnlcd in the film as 
essent Lilly ineffective and even crimirkar 
The maraho-ut summoned from Africa 
to resoEve the tenant's problem, is 
tricked out of his '"position^' by an 
oppe^rtunist (I^ach dc Bankolej who 
in turn musi seek aid from a Parisian 
marabout so his ina u t hen t icily is not 
discovered. 

The maratH>ut is an essential elemeni 
of West African scK'icty. Originally, he 
was a pious man. sometimes a saint. 
Guided by divine wisdom^ he observed 
and taught koranic principles and 
dogma- Bui the marabts^ut also practices 
{vccult sciences, and is often 3ui|jcited. 
not for spiritual reasons^ but for his abil^ 
ity to perform miracles and casi spells, 
ft is this !4taTus of character that Thomas 
tiiU^u is raying in Bhfk 
One senses, however, ihat the director i* 
so fascinated by the hoax aspect of false 
piety that he is incapable of an objective 
perception of Islam. KLs depiction of 
marabtHils remains a judgement of the 
Muslim faith m general, rather than a 
critique of the manner in which some 
I not all) marabouts have perverted reli- 
gion in order lo profit from people's 
tteduliiy. 

The marahiPUtfsl in. the film function 
to a certain extent as catalyzers of 


events. The residenis are incapable of 
solving their own problem so they resorl 
lo "divine help ” Not much is accomp- 
lished! on the part of ihe marahckuis as 
they conttnually try to ouismart one 
anolher. ITie filmmaker is efiectively 
pitting African against African — but 
I hen again, ixn^l that part of the colonial 
project 

T^e question arises, how do filmic 
codes work to underscore France's 
colonial projcirt and to main lam a hier- 
archical relauonship helweert ihe ctilon- 
izer and Ihe colomzeif.^ 1 he ftlm^s open- 
ing sequences seemingly exph>se Fran- 
ce's rationale fur domination and assim- 
ilation; order has been disrupted and 
must he resioml. (jcrald Friiice dcier- 
niines that the minimal narrative con- 
sists of three conjoined events whereby 
the finl and the third are staticn the 
second, active.' Terence Turner has 
argued that a given status quo ls dis- 
rupled by the active seel ion of a narra- 
livcL “The story is tH>unded at bolh end.s 
by an implicit or explicii assertion uf 
synchronic order. The narrative ilsclf, 
however, represents a complex media- 
tion of this order* necessitated by ihe 
cfupliun of conflict and confusion . . . 
of ihe original syrKhronic order.”** Bui 
wihise synch rcjtiic order has been dis^ 
rupted? It appears that the Alncans* 
live^ have been Eurned upi^ide down 
sirKC they will soon he forced lo leave 
I heir home. The film's Icxtual siruclure, 
however, suggests that France's deep 
desire to be nd of the Africans is glossed 
over hy f<icus.smg on a iranicular hous- 
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ing E>roblcni. Inicrt^tini^ly enough, 
ardiiml ihc nmr of the film's releaj^, the 
FrerKh gc^verrunent was taking certain 
measures to ensure that “less dcsiniblc" 
foreigners whose passp^»rts were sup- 
posedly noi in CKT dcr. were escorted hack 
Id iheif respective ciifuntries. 

African and huropean space are 
never given equal authorily in the Him. 
Difference is slrcsscd in terms of 
dichotomies w ilh hicfarchi^ation occur- 
ring as. terms are run accorded equality. 
The prcscnialion of individual aclion as 
ihe tn^rm rather than the customary 
African social mode of collectivized 
action^ ensurts that ihe grt^up is never 
allowed to cstisl as an entilv. Atncan 
social space is fragmenled throughout 
ihe film as rapid successions of close to 
medium shots present the building and 
its inhabitants. This stuKlure is shock- 
ing to an African audience whose expec- 
tations would dictate ihal since the 
aclion is rarely centred on the individ- 
uaL tong shots must be used lo cover the 
social space and to narrate ihe story in 
African film. 

The misc-en-scene is cleverly orches- 
tralcd lo ensure that choice fra me space 
U accorded to Whites. In fact, although 
Africans have been gisxn major pans 
(fsaach de Ban kale as Toosiiii' and 
Felicile Wausassi as AnisitleK they 
function as decor and pros ide a *'ncccs- 
sary cuolic flavour" to the film. Their 
presence serves as a framing dvke 
Within the frame so I ha I characters such 
as the Inspector may occupy the cenlre 
of the frame- When he and his assistants 
arrive to iisses.s the Afnean^s apart meni 
building, they are greeted by one of ihc 
elders. As the African queslKms ihe 
Lntrmion (^'Qu'cst-cc que c'esf^li. he is 
noliceably absent frtifU the frame. tVal- 
orizaiion of Ihe African perscin and 
poup IS levs important lo the FrerKh 
lhan I heir conirol of the tcrriloiy. Seiz- 
ure of the means of prtxiuclion has been 
a major corKcm tif the I’rerich following 
Ihc 16th-ccniury publication of Leo 
Africarius^v Drivripiioft de ^ A fri^ue ^ ' in 
which he asserts the presence of p>kl al 
Timbuktu. Despite the h^w opiriHin of 
Africans^ I heir land was considered to 
be rich, exploitable and necessary to the 
French. Itie spread of French domina- 
tion was masked lo appear beneficial 
Africa. Thus^thc health inspector's visit 
IS really a civilizing mission and his 
repon “le lout cst in.salubre" fevery- 
ihingis lasalubrioLsjjusiifled by French 
approprtalion of African good# ar>d ter- 
ritory. In other words, ^'il wxi^uld be bet- 
ter for you if we took over.^' The ekkrs 
ask. "Qu'csl-ce que c"esl misaluhre'.^" 
{What is insaluhfuius?! The inspector's 


paternalistic reply is the projection of a 
Kuropean desire lo subjugale and to 
reform traditional African social 
slrudurcsr 

"C'csi deiti«i4ir, ravcTp bulldoKT 
puis aprci rccoitsiruire. 
rrwHlrme, propre . . f’evl piTur 
vtrtie bien-ilre.'" 

(It TTiearw ikmolidi. rsijj, buJlduzr 

. . . Ihen aflerwanl , rebuild, nuid- 
em, clean . h’s for ymir i>wn 
gtiod.) 

ITie serial orgamzalion of pnxluction 
in tradilional agricultural societies is 
closely associated with the familial 
orgamzalion. Ilie colonial syrstem's dis- 
ruption of the traditional family sysiem 
by separation led lo an os-erall mslabil- 
ily of Ihc local system. The imposed 
nuclear family system slems from forced 
inlegralUm oFtraditional sociclics into a 
capiiali-st system. The intrtxluciion of a 
cash economy and wage Labour was 
really not "for ihe Africans* own good,” 
but rather, for the gcxxl of France. The 
reply does not answer ihe question, but 
it is noi nveani to. It dcmonsi rates the 
order of relation# between ihe French 
and Africans. 

By resorting to pidgin French, the 
inspector is informing the African# that 
they are less French, less white and sub- 
sequently less human lhan he ls. Mas- 
lery of the French language affords the 
Inspector great pcjwef — pL>wer lo 
believe as did the Ahbe Demanel m ihe 
I gib century that, "The African appears 
to he a machine, wound and unwound 
by springs, similar to wift wax, which 
can be made lo lake on any figure one 
wishes , , eager to be instructed, he 
fervently grabs onto whatever is given 
him . . .; he has nolhing ta him in 
place."^^ Levels of masiery of the 
French language create hierarchy 
amongst I be Afhcans and afford var- 
ious levels Ilf power in the film- IlH 
Cousin's knowledge of French ihai 
allows him to trick the real marabou I 
and nvost of ihc buildings' residents. 

Insatubnous can refer to chmale or 
place. Ailhi>ugh the inspector is wing 
the building IS unheal ihy, he really 
I ha I the ^'climate” or atmosphere 
of the communily is urmccepiabfe. The 
inspector's comments embrace climatic 
theories of the iHth century which 
upheld the belief that humans were 
more reasonable m temperate zcwies. In 
/Je tLspni ties his, Moniesquieu asserts 
I hat '‘You will find in the climates of the 
nonh peoples with few vices, many 
virlues, sincerity and truthfulness. 
Apprevach the souths you will think you 
are leaving morality ilself^ ihe passions 


become more vivacious and multiply 
crimes . . , The heat can be so excessive 
that the body is totally wilhout force. 
The fesignation passes the spiril and 
leads people lo be without cunoslly, nor 
desire for rubble enterprise."'* If the 
Africans continue to dwell in an 
unheal I hy climate/ building, they will 
res4>rt to crime and lo not so noble 
enterprise. In shtm, the resiull would be 
perversion and '^rmc-ntac." This is how 
the inspector perceives ihc African#' 
efforts to preserve their home — '*C'est 
du mic-mac,'^ (ll's a shady business;). 
But while the inspectof is ct>ndemning 
African behavbur as mic-mac. he is 
engaged in ihe prtK'ess of demolishing a 
culiUTt and rebuilding it to suii his own 
desire. Black mic-mac i# confronling 
white mic-mac. 

This raises the question of the reb- 
lionship between colours and meanings. 
The coltjur black seem# to ha ve consist- 
ently been assigned negative value# in 
Western cultures. For instance, iru 
Greek black connotes dirl, depravity 
and sinister intent.** In Dth cenlury 
French literature, bbeknevs and rvega^ 
tivily were deal! with extensively. 
Moli^re's Tanuffe speaks of "black 
spirit or mind-”^^ Huropeans found ihe 
colour black aesthetically unappealing 
and iherefore associated Africans* 
blackness with an mocf depravity. Thi# 
view was r<iolcd lO physiognomies, a 
dcMitrinr which nourished at the end of 
the ll^ih century and which veems lo 
have rcMiied itself in ihe colt}nial dis- 
cevurse of Biack Aflcr the 

inspector becomes romantically 
involved with the young Congolese 
hairdresser Anbelte, we witnr#.# hi# Itrsl 
visit to her salon. Before he arrives she 
explains lo another clieiU that '*on nc 
peut pas eire noir et sensjbie a la lete*' 
which lilcrally means '*you can't be 
black and have a sensilivc head ” 
Anisetic is expressing ihe age-old view 
that the htxly is an cxlerruiliZatH>n of the 
sciuL Ihe mdicalion of a person's moral 
worth. Added to this is komanttcism's 
pL>lygemst argumeril thal different race# 
descended from differenl species. In 
1^ ihe LartHJsse dicliooary declared 
the Black and White races to form dif- 
ferent species.*' '^Anlhn^pologists'^ of 
the time went lo gteal lengths to prove 
that Blacks and Whites could noi mate 
successfully- Phrenological thought 
became popular in ihc l^lh century as 
scientists focused on individual dilTer- 
ences as a function of brain structure. 
The physician J.J- Virey described ihe 
dilTererKcs betweeen Blacks and While# 
as "among us the forehead is pushed 
forward, the moulh is pulled back a.s if 
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we were de^hn^ed icMhink ralhcr than li» 
cal; the Negro 4 i^hortcned forehead 
ami d rnoulh lhal & pij%heiJ f-urward a!i it 
he were made to eat in^teaiS of i<i 
think."'*' 

ii/iitk depicts eating as ^ 

primary AlriiLao {Kcupalion wiihoui 
laking mto eonsidefaiion ilincrences ol 
cull lire and what the pafiaknig iif fiHKd 
means lo each of these cijJt tires. In 
Africa, meals arc siihjccl to particular 
mlffs^ tH>th in the prepara lion and in the 
consummalion. i^untip i he sanitary 
inspcclion of the resideni.s' tHiiklmg, one 
of the I fispetrltJT's assistants ls nllered a 
pLale of fiMKl from which he immc- 
dialely lalls til The filmmaker ahiises 
this African tfuditional cusiom of hospi- 
tal iiy diclalinp that anyone who arrives 
during meallime is offered someihmg to 
eat. In.siead, ihc Him suggests that ihe 
food, which We aren't really alJimed to 
see* is unclean hecause it is "olhcr/* 
h'unher inlo the diegesis, an inspcclion 
of the *'C’he;f Mere Aida" restaurant 
reveals a roast monkey in Ihe refrigera- 
tor. CXJdly eranigh, the film's reHeasc 
date coincides wnh a campaign 
launched m the ticcbdericaK scientific 
milieu and hyped by the press, avscrting 
that the AtPS virus ortginaied m Hlack 
African rnonkeys. h this a simple Loin- 
ckknee, or is it a calculaled elTort on the 
pan of Ihe ftlmmaJier to disc redit Black 
Africans'" 

Anises le's statement noi only stresses 
racial dill erence t hrough language hus ii 
alsci equates colour arid body strudure 
So levels of mtelhgence — "on ne peut 
pas el re noir cl sensible a la tcEc" — 
{You can’l be Black and capable of sen- 
sal ion and percept Nivn,) II you are HUck, 
you are neiEhcr Mrnsihve lo louch nor 
able to think. .Amselle’s ullerance is 
strikingly similar u> the play on words 
discussed by Christopher \fdlcr in 
H/iiftk Oarkftcfs. He suggests ihal if 
black IS defined in F rench ai '*ne 
reflcchit pas""'' Idoes not reflecl), two 
possible mcaniings afcsc from the sent- 
ence "le noir nc refiechd pas’': TBlack 
dijes fioi refiect) and {The Black Man 
dt^ nol think |. Miller als^i contends 
that il IS through plays on words that 
Western authors have created elaFKsrati: 
dcscnplions of humanity T hese des- 
criptions of ciHirsc, assert ihe supcntir- 
ity of one race oser another. While 
Anisette's utterances work to posit her 
infenonly vis-a-vis her while lover; and 
by cstensKKn her lower position in the 
'^hierarchy s>f races/' the camera works 
to remind the spcclalor that not only is 
Anisette African, bul she is also a 
w^>man. During a dance sequence, a ser- 
ies of close-up shots ol Anisette's undu- 


la I ing h] ps a 1 1 raci s the I nspcclor's al Icn- 
tiem. As he walchrs her. her ''cousin" 
csclaims, " Regarde la courhore dc scs 
hiinchcs'"' KLocik al thti^' cunes?^ 1 his 
Comment monKntanly directs atteiuioEi 
away from "woman as ornamenl" to 
' 'woman as prinlucer of pr^idiiccr\." 
Rot it IS nol |ust the Wi>nian's Nips ihal 
are valued in Atrican socieiies: her 
whole biKly constitutes a sacreil vessel 
carrying life and strength By refusing to 
Ci'nsider Anisette's bi>dy in its iota lily, 
ihe filmmiiker is reHrcting her as a whole 
pervt>n and is resorting stmie w hat up ihe 
cliched practice of fragmenimg worn- 
an*s fvxiy for male pleasure. 

Anaselte srenu to have reahred thal 
in order to gam rights from the cfdon- 
t/erf Inspector), she musi reicci her own 
culiure/civiliralion/elimate and adopt 
French monies of thinking. This bnitps 
to m I nd A iben Memm i 's pii rl ra rl of the 
ctploni/cd where relusal self and love 
oiber are necessary conditions Idr 
ajvsimiiatiort/' Bul while this retusal ol 
self/lo^e of other is exact I v what Ihc 
Inspecuir is requiring of ihe residents of 
the “insalubriivus" building, it is also 
whal Aniesette, w ho has reached a ninue 
advanced stage of coJom/atk>n than the 
residents, is desiring of ihe Inspecttvr. 
She will necef aiiain her goal however, 
for to do woutd mcaiii her F^c-oming 
flv ihe Inspector, enioymg the samt priv- 
ileges and power, elc C oJimial relations 
would therefore cease to exisl. This is 
what seemingly occurs in I he final 
sequence of the film a.s .Anisette, her 
'cousin' and the Inspector drive off 
togeiber mto I he Parisian landscape. 
Ha I her than destroying the et^ioniiil pn^ 
jecl so carefully Laid oul m I be filmic 
discourse^ this scene is in lact supporl- 
ing it Tlie amsE ruction and inainiaimng 
of ihe relationship with A nisei le aiul her 
'cousin' us a hierarchal decision on ihe 
pari ot the Inspector affirming his 
superiority over iheni the is " seizing'’ 
them in Fa noman language | luvt as the 
desiruclion of African culture allirmetl 
ihe lnspecu>r"s superiority over ihc 
Alrican restdenTs. I'cirmal closure 
occurs in the lorm of a classical ''happy 
end." The building is miracuk>us|y 
saved al the la^it minute. Hut Ihe signed 
papers necessiry for hkKkmg the des- 
tniction ol the huildmg are, m liict, 
w'orth3cs.s. T he lns|>ector kn^iws he can 
have all the AETicans exjwlled at any 
momenl by means of a passpon CiintroL 
Order therefore, is only restored to the 
I nspcclor's F renuh world, 

Ffierarc hy rathe r I b an pi;ilar oppi^si- 
Eion belwcen Black and Wluif is charac- 
tenslic of ihe filmic discourse td fiiai k 
Mn ~Atdi . The fad lhal White has 


"mated'' with FMack means that Black is 
ahered by intercourse wuh whiteness 
bul Hlack can ne^er toially annihilale 
nor assume While 

This does not pretend lo be a com- 
plete reading oi Aftf-Mac. W'‘hal I 
have atlempted lo demonstrate is tFiat 
colonial discourse is alive and well in 
lale 3nih cenliiry art. 
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strui'tivr ui elliiifi^rafihir Tilrn 

^vith I iilurturiately, her presf^nlatirpii hafi 

tieeis rr|pr{pili]rriJ elsei^liere, hut hhr has kindly sent 
us a ne^v I'ssay , wlui’)i idr^ally fils llie IVmiiewiirk uf 
llir rurrml issue ol furae. frlifwiA I'iie tittier |m|iers 
in\ the |ianei were read hy t Ihris Suriik^ a leetiirer in 
elhno^rapliie filtn at I arid lj»uilnii filrriniaker; 

1 he set'urnl fjaiiel, as widl as Stam's preseiitalir>ri 
were f>p"S|»jnstiri^i l»y ^eslem's hjr the 

Study rd I heriry au<l Critieisni, iiuder the dire^iinn 
of Martin Krieswirlh. I intriLHJueed tJu* tupie 'The 
iinfHPrtaiire of the diiuun rent ary film form to Third 
(uiiema Theory” and V^eiidy Hol|4i also read a 
fMifjerori the l^tiri Aim TKan rmnejin Vl'hat ap{«'ars 
here is a short artirle whieh eomhiries my jia|.H-r and 
ail inlrcMJiirtcjry piei^e in ihe festival oatalci^e, ro- 
anthored hy Ji^u [aim \ leira. Films for the [/mdoii 
ODm|mnent of Tl^ird ilirierna Festival (]9fi7) were 
|iropcramme<J by Tim Barnarifi while videi>s wi-re 
pr-cj^tramme^l liy Marilyn Burgess. ) was the Ljiidmi 
f\>-onlinator. Hie Ft>uiKk*r/tjter’utive llirm^torof "lliinl 
riiiema festival is Heiiale VViekens. 


Idle 'riiinl (liriema Festival has introduceil 
Suulherri Ontario to films and viifeos from the tlliril 
World, ft is di'fliealrd lo the ideal of I he moving 
intake as ati expression of t[]e iiiiliviihjal i'll I lures of 
the deveiopirij^ nalions. 

in Novetnfier* as jjart of the ddiint ( aiienia 

Festival (seetnid i^lilton) Jreld in VI alerlcwi, [i^mdon, 
Norih \ ork and Tor^mlo* a stones of pafiers wert' 
read at ihe I niversity of VL esteni Ontario. Mtist of 
them were rnlleettd under the heading ''"niird 
(anema nieory and [^oeurnenlary,” dioii^h Mari- 
thia Ihawara also read uti the tradilu>n of t[ie slory 
teller m African rinema, atid Boh Siam pn^seriti'rl 
the Brazilian filrn^ Mtiammnm tJi^aidiim Pedro de 
.Andrade^ in its mllural and [MPlitteal eoii- 

texls. 

One of ihe two |iane|s wasf^nliBml "Oim umenlary/ 
hlliiio^raphie film, A dliird W drld 
and was ro-s^Hmsorerl by the t>ntre for Ser ial and 
[hiiiiaiiistir Studies at t 'Vt O, The keytmte sjieaker 
was Tritdi 1’. Alinhdm^ who presiuiti'il a I’iimplr- 
menl lo her filrru Heassrmhl/i^e a deii'on* 
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Black 

Bamboo 

by Trinh T. Mkih-ha 

E vcn^ spcctalu^f mediates a icit to his 
or her rralhy. To repeal such a 
banaliiy is lo remember lhai 
allhoufth evxryoTK j this, ever^time 
an inlerprctJlion of a work impticitl)^ 
prcschls iisclf as a mere {obvious or 
object ive) decsxim^ vi the procJuecfs 
mcssafie. there is an explicit reiteration 
of the fetish LSI ic languaf^ of the specta- 
cle, in other words, a blind denial of the 
mediating subject I vity of the speclalor 
as reading subject and meaning maker- 
coni ributor. The same applies to pro- 
ducers who considet iheir works to he 
transparent dcscriplions or immediate 
cHperknees of Reality "as it is'^ r'This is 
/Ae reality of the poor pcopk”; *'the 
reality of the nirse-iofive working class 
is Ehat they have no lime to think ahc>ut 
'issues' in their lives'^). Literal Iransla- 
lions are parttcularty fond of ''evident 
truths,'^ and the more they take them- 
selves for grarned, the more readily they 
mouth truisms and view themschTs as 
the ones and the only rt^ht ones. The 
self-permilling voice of authority is 
comn^on in interpretation, yet every 
decoding implies choice and h inierpel- 
Lilrd by ideology, whether spi^ken or 
nol. 

Reading as a creative responsibility is 
crucial to every altempi at thwarting 
whai has come to be known in ihc 
sociely of the Spectacle as 'Mhe huma- 
nism of com modi Allhough impor- 
lani in any enterprise, il is pivotal in 
works that break off the habit of the 
Spectacle by asking i|ueslion$ aloud; by 
addressing the reality of represenialions 
and enlering explicitly mlo dialogue 


with the viewer/ieader. Wha! is offered, 
m other words is a spectacle that shows 
neither spcctacubr beings nor sensa- 
iional actions: offeri neither a perv^nal 
nor a professional point of view; pro 
vides no encased knowledge to the 
acquisitive mind: and has no single story 
lo tell nor any central message lo 
spread, cxcepi I he unconcea led onc(s) 
about ik^ iprcrnrofj ik^mxr^vei a^ 
related lo each specific conleKt. The 
inlerpreters' conventional role is chal- 
lenged since their function is not to tell 
"what the work is all abtmtj' but lo 
complete and '"co-produce" il by 
adii^essing their own language and 
representational subject-ivity. 

The inability to think symbolically or 
to apprehend language in ils very sym- 
bol! ic nature is ct>mirHmly validated av 
an attrihute of "realistic.'^ clear and 
accomplished thinking, llie cards, are 
readily shifted so as lo turn a limit, if 
nol an impoverishment of dominant 
thinking into a virtue, a legitimate 
stance in mass ct^mmumanmn, there- 
fore a loi>l for pi>LitiC4l demagogy to 
appeal to widely naluralizcd prejudices. 
Since clarity is aiway idcoltigjcaL and 
reality, always adaptive, such a demand 
fi^r clear communication often proves to 
be nothing else hut an intolerance for 
any language other than the one 
approved by the dominant ideology. At 
times obscured and other times blatant, 
this inability and unwillingness lo deal 
With ihe unfamiliar^ or with a language 
dilTerenl from one's own. is m fad. a 
trait that intimately belongs lo the man 
of coercive ptiwer. It is a reputable form 
of cniunial discrimination, one in which 
dilTerencc can €>nly he admit led once il 
ks appropriated, that is. when it operates 
within the Master's sphere of having. 

Yeslrrday 's an ti^co/turraifUi ar<e 

tltfd rokmfaktM Tkf r becpmr ttt 

walckdogs m i-ffvrrfst huv .' by 

iHtrkmf at aU tkf of 

past mhumantl}. 

iRaiHil VaTKigeml^ 



Among the many realms of occupied 
territories, one of particular relevance lo 
the problems of reading here k the Con- 
cept of (he "political. Although much 
has already Iwn said and done eoncem- 
mg the "apoliticar' character of the nar- 
row "political,'' il is still interesting lo 
observe the endlessly varying ways the 
boundaries of "the ptililicar' ate being 
oh^sively guarded and reassigned lo 
the exclusive realm of politics-by- 
politicians. Thus, despite the crTcdive- 
ness and persistence of the womcn^s 
movemeni indcciinstfuctingtheopposi- 
lion between nature ffemaie) and cul- 
ture {male) or between private (per- 
sonal) and the public {polilicalh despite 
the growing visibility of numerous 
Third-Worldist activities m de- 
commodifying ethnicity, displacing 
thereby alt divisions of Self and Other 
or of margin and center based on geo- 
graphical arbitral lurrs and racial essen- 
ce?; despite a ll these at Lacks on pre- 
defined territories, a "politicar' work 
conlmues unvaryingly for many to be 
one which opposes thence remains pan 
iicularly dependent ups^n) irHtiiiuiions 
and personalities from the bexly politic, 
and mcchamcaliy "barks at all the after- 
effects of past inhumanity" — in oiher 
Winds, which safely counteracts within 
the limits of pre-formulatcd. cxidified 
forms of resistance. 

Pamcutarly intriguing here are the 
kinds of questions and expiectaLions 
repeatedly smoked whenever films made 
on and by members of the Third World 
arc concerned- Generally speaking, 
I here is an excessive tendency to focus 
on economic matters in "underdeve- 
loped** or "developing*^ contexts a nx^ng 
members of uvefdevelo|Hng natiems- It 
is as if, by sonye tacit consent, "lliird 
Wiifld^' can/must only be defined in 
terms of hierarchical economic devel- 
opment in relation lo First World*' 
achievements in this domain. And, it is 
as if the presence and the sight of 
imported Western prixiucLs being "mis- 
used'' in non- Western conlexts remain 
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highly compelling and recomforEing to 
I he Western viewer cjti imag-inary for- 
eign land. 'Hie itKorpomtiun (If fioi 
emphasis) of recognizable signs of Wes- 
Temization even in the mosi remote 
paflit of Third World countryside is 
binding: for^ exotkism can only be con- 
sumed when it is salvaged, that is reap- 
propriated arrd translated inlo ibe Mas- 
Icr'^s language of aulhcnl icily and 
oihcmcs.it. A dirfcrencc Ehat defies wkiie 
t$ai defying is not exotic, it is not even 
recognized as dilTetence, it is simply no 
language to the dominant's ear (only 
sheer charlatanism). Any film that fails 
lo display these signs of '"planned |»v- 
er(y” in its Images and to adopi the 
diagnaiiie language of economic- 
delerministic rationale, is immediately 
classified as ^'a political.'^ The devices set 
up by I he Master's liberals to correct his 
own niisuikes thus become naturalized 
rules, and rn> nulier what the context is, 
these rules exercise their universal 
ptiwcr. 

The political is hereby not ihis ^'per- 
manent lask inherent in all social exist- 
erxe^' which, as Michel Foucauli sug- 
gesU> '*caniioi be reduced to the study 
of a series of institutions, not even to ihc 
study of all those instil ut ions which 
would meril the name Apolitical .' bul 
periains to ''^ihc analysis, claboraEion, 
and bringing into question of power 
reLalions and the 'agonism* between 
power relations and the intransiiiviiy of 
freedom”.’* The poliUcal becomei ccuh- 
puisi^iy tmfead'^tke iegfslaiive, instint- 
tionstf. nrirzor of ike social In 

ihis exclusive realm of pt^iiiic? by politi- 
cians, the poliiical is systtmaiically de- 
polilicired. The more "self-evidenl” ihe 
location of po’litics^ the easier it is to 
claim knowledge, lo gain conirol and to 
acquire territory The progressive "Firsi 
World” thus takes as much pride in its 
"Third W^orld” underdeveloped as the 
church used to lake pride in its pi>L>r. 
{As i( has been astutely poinled aul. the 
hurrkanitananism advcxaled through all 
I hr A'fecd the potir" images of Africa 
and the *'do good” messages of ihe tele- 
visu,m missionaries may ease the con- 
sciencts of ihe rich, but what they hide 
are precisely ihe lies between world 
hunger and imperialism/*) Not only all 
films relaled to ihe Third Wi^rld musi 
show the people's poverty^ but whatever 
they pul forth in their critical stance vls- 
a- vis oppresskm shcHild rirol depart from 
the Masier's image of progress, for it h 
only in lerms of progress — more par- 
ticubrly acquisilive, quantified progress 
— ihaE he conceives of 'Arcvolulion" and 
iransformation. 


A — In deah^ hulA 

ioirtafiSf y*rlnafn. why Jofr't ytm 
show what has hfen ac^utrfd 
ikfVtiXh the The t^ oman 

fiimmaker — The womrw m thf 
flfm wtMildn't Ajve spoken os fhty 
did wTthovi iht RnnfhtUotL 7he 

kmer: — ... Tnde, huf f mem 
eeaf reai ofiomments 

. . somrthutf^ tangihie! i}o you 
me^ 

Poverty and class. Even the notion of 
class is commodified. Again, it is almosi 
exclusively in the context of films on 
and by p€op]t of color that middle class 
viewers beetle suddenly overf tjly con- 
cerned with the question of class — 
more as a classifying lerm however, 
lhan as a way of reihinking prt>duc(ion 
relations. Class, which is reduced lo a 
fixed and eaiegonzed meaning in its 
common use among the viewers menti- 
oned, has apparently never been I heir 
preoccupation in con lexis other than 
Ihe one ihai concern ”their” piKir. (For, 
they do noi seem to have any qualms 
going to the movies whose dominating 
attractions are the love storks of ihe 
Western petty bt^urgcoisie, rtor are they 
dislurbcd every lime they switch iheir 
televisioTl set im, whtHc visual symbols 
and chatter are governed by the myths 
of the upwardly mobile arKi the tastes of 
the very affluent. I fTheJ aitachme^l fo 
ihe fseu' insures ihal fefevision w.df be a 
YSji^fy leftist meiiium. no matter w ho hi 
perstMnnef might he. Insofar as is debunks 
iradilions and instiiutions . . . letevision 
serves ihe purposes of that larger move- 
meni w ithm w hich left ami right (in Amer- 
icoy at least/ are rather like the (wq legs 
of locomamn she mavemens of moderni- 
zation . , . Television is a parade of 
experts instructisig the unenlightened 
atfout the y^eather aspirins, itsothpaslesy 
the latest books or proposals for social 
reform, amt the carrect attitudes to ha^e 
respeet to race, poverty, soeial con- 
pieSr and neh' moralities (Alichaei 
Novakj. ^ 

T he marKiaiory concern for das* in 
the exclusive context of films on arvd 
by Third World members ti in ilsetf 
a clajs issue. The complexity of the 
problem often goes unnoticed the 
class bias many of us project onto olh- 
ers is often masked by ihe apparent 
righiccHisness of Ihew '^correct atti- 
tudes” popularized in relation to race 
and poverty. The tendency lo identify 
Third World with mere economic pov- 
erty is always lurking below questions 
such as^ "The film is beautiful ■ Hui wJinc 
petiple ksok as if ihey have starched 
(heir clothes [sic] for the camera. Why 


do they dress syt welff ' (concerning a 
ckKumentary shot in villages of Sene- 
gal): or else: “I am surprised to see how 
beautiful the women are. Mere [in the 
U.S.], they would have been fashion 
models. You have obviously selected 
them!” Such lendency is further recog- 
nizable in the way the difference in dress 
cc>des is oflen ignored. While among 
progressive middle-clas.v women it is 
impKirtant lo signal publicly, through 
Ihc very casual way one dresses, that 
one isdtiwnwardly mobile, the situation 
IS rather reversed in the working class. 
A'Most black 'women dtm'E dress like ihis 
(m slacks and shin]” observes Julia 
Lesage^ ”nor do most irade union 
women, if they are gaihering in public 
for a meeting. Many, if noi mc^at, 
women m the U.S. cherish a notion of 
dressing up in public or dres.sing up out 
of respect for oibcr petJple . . . [Blacks) 
do not have a legacy of pride in dressing 
down.”* Nor do most Asians in ihe U.S. 
or el^where (including in p<ist-Mao 
China); especially when il is quesiion of 
appearing on camera for the thousands 
of (respected) others, and of ''^ving 
face” for one's own family and com- 
munity. (Thus, in a tllm where both 
Asian middle-class and working-class 
women are fealured, a woman viewer 
remarks: a- A ll ihe woiTicn m the film are 
middle class. Can you talk af^ui this?” 
The woman filmmaker: "OhI . How 
dti you see them all as middk class?” 
The viewer: a‘ A ren't they?! , . . the way 
they dress! . . . "jWhoiwe middle class is 
it finally? In refusing to situate its own 
legacy i n dress codes, hence to ack nowl- 
edge the problem ot class in dealing 
With class, mlddk-class spccEalc>rship 
believes it (^n simply evacuaie class 
content from its safe observer's piost by 
reiEcrating the obiectifymg Look — the 
Spectacle's totalitarian monologue. 

Sii gay a colour ... in mourning. 
Not too long ago (l9NbL in an is.sue of 
the weekly Frgaro-i^fagazme, ^me reads 
in large bold lefters, the following title 
of a feature article by a famed French 
rep«^ner who is said to have spent 
twenty years covering ihc war in Viet- 
nam: ' .Won” yirt-nam d'au/aurd"kui. 
e'est la deiofation {"My” Vietnam 
Today Is a Ues4>Lation1. Vietnam' a 
»cnrd territory and an ideal subject for 
generalized colonialism. A widely 
unknown people, bul an exceptionally 
famed name; all the a\ott unlorgelable 
as every allempt at appropriating it 
through the re-justification of motives 
and goals of ihe war only succeeds in 
selling inlo relief the political vacuum of 
a system, whose desperate desire to re- 
deploy its ptiwer and to correct its world 
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in & tif huicr “clctVal"; 

Linlold^ thiniu^h ilu’ ^iuprcimiitv i.if 
wor as mass spectacle F:verv spectatnr 
iiwns a Vietnam nf his nr her nwn. II 
PraiKc nnlv remembers its cx-colors* lo 
ex pal 13.1c fnrever nn it bcinp ihc mtidirl 
ol a succcsstul reS‘i7luTii>riar> stmppir 
apainsi the larpesl wnr1d pnwer. Amer- 
ica is particularly caper in recall ils 
prctlcccsMir's tkfcal at [>icn Bicn Phu 
and Vicnvaiti's ensuinp independence 
I'roni Prenett cnjiinialism, wbi^sc des- 
perate elTnrt tn cimp to I heir Asian pos- 
session Nad kd to the American iiivc^l- 
vement in the war It is by denounemp 
past a^lonialism that Eoday^s peneral- 
Lzed cnlnnialptm presents iisell as more 
humane. hli;>rth anihSi^uih Vielnam are 
allernately altribuled the ruW of ihe 
G^HKi and the Bad acci>rdmp in ihe 
tirrtc, tn suit the idenlopical whims nl 
the two Inreij^n powers. And l he later 
carefully take lurtis m sidmp with the 
"winner/* for it ts always hislt>riCiilly 
more uplifting lo endorse the '"enemy"' 
who wins than the '^Irknd" w hn loses. 

Y'rx. VnifetLSiaifs. fiui 

HtJH- h e p/aeunf prfihh'frt f itr tio 

noi Atii'c 1'mAti.i^A m rar. B e arr a petftr. 
umtenfewhpiHi titiiinm . . . W tir^UTga war 
is simpif. bui mmin^ u l‘t^un^rv ilt vr-n 
dt/fifv/t fFhanj I tin ’ F tvr general 

Wesiem spcctalnrshipn Vietnam dues 
nnl eAi5;t outside of the war. And she nn 
longer exisLs smte the war has ended* 
except as a name^ an exemplary mock I 
of revolulmn, or a cult ob|ecl lor ihme 
who, while admiring unconditionally 
ihe revoluimii. do not seem to take any 
penuine, susiaiocd interest tn the 
troubled reality of Vietnam m her scici^l 
and cultural autonomy. The nu^re Viet- 
rtam is mystified, the more insisible she 
becomes. The lonper Vietnam is 
eKlnlled; a.s the uncc|ual m<idel of the 
struggle against Imperialism, the more 
convenient it is for the rest of the wi>rld 
To citfse their eyes on ihe harrowing dif- 
ficuliics the nation* poverned by a large 
posl-revoluiioTiary hureaucracy* con- 
tinues lo face m trymp to cope with the 
challenge of recovery, (ffven when the 
possessive pronoun '*my" is liberal isti- 
cally hrackeled4 Whose Vietnam is the 
Vietnam dcpiCEed in Hollywiwid films as 
well as in the daily news and tekvismn 
scries that offer "'fresh actitm from 
Vbeinam into our living nK>ms each 
eveninp”|Time-Lifc Bih^Ics brochure i>n 
A TVA-mifw? fhstori ) and claim 
to deliver *"the entire story of what 
really happened in Vietnam" in a lew 
hours f<JT VCR owners? Whose Vielnam 
is the orK presented in The Tieintim 
Txpi^ffrHfT biHik senes* "the defmilive 
Wi>rk on Ihe Vielnam conflict . .the 


Smn$m Ifdt Bim tfMm Him 

whole explosive sli^ry ■ - ~ ihe w hole 
aslonishing trulh . . . Mi^re Colorful 
than any novel* more comprehensive 
than any encyclopedia?" "Vk him* conllict 
tnuinphantiy features in "'The TV 
War^"'" Whose enpenertce nnally does 
Time- Life BiK>ks posters herald m its 
large, bold title-letters as being exclu- 
sively that of; "The Men, The Weaptms, 
t he HaEEks"^" 

Contrary to w-bat has been affirmed 
by certain Vietnam ctperls* America^ 
concept of its own *"exccptionalism*" 
which IS Slid lo have nurtured the nxns 
of American lOlervenlion in the war, did 


nol die on the shores of Vielnam It is 
still well and alive even in its most nepa- 
tive aspects. Vietnam as spectacle 
remains pa-s.%ionalely an owned tern- 
lory. Prei^nted I h rough ibc mediation 
of the domiruini world forces, she only 
c^isi-s Within the lalter"s binartsm: hence 
the inabitiiy to conceive of her L>iitside 
lor rather, in the paps arxl fissures, m 
the livand-tro movement aert^ the 
bi>undaries of) the pri>H,cjmmunivt/anti~ 
communist opposition. Kvery ell on al 
challeoginp such reductive paiernal 
bilaterisrn and at prtKJucinp a d ill e rent 
viewing td Vietnam is immediately 
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r«:uF»eraitfd u^Elhin the limit ol ihc ii>Ml- 
jzcd dififour^ or red is red ^nd while is 
white. I ASif r eiII remains, 

in ils brper scum:, t undame ntat lo the 
coneept i^l Thud Wt^ridK esen when 
some Ibmi ol’ alignmeni is nijnpml b> 
nemsilyj Nol csery Vietnam aiin-war 
dcmonslralion rtTorl was based on an 
ildviieaey ol socialism, or on an claNv^ 
rate questioning (instead of a mere 
moral condemning Uri intpertalism, Nor 
was It based on an e]itensive mierroga- 
Lion of the territorial and numerical 
pnneipic of ibc war machiix' whereby 
Ihe earth becomes an ohjcci. Ii is inter- 
eating to nolc Ihe eitteni to which com- 
mon reactions presented as oppositions 
to the govern mcnl's stance i>tten invo- 
JuntariJy meet the lalter's ultimale 
objective in its foreign interventions, 
which is that of defending and promoh 
ing a specLlic hfptiyle — ihe world of 
reification. Thus, despite ihc am i- war 
dcnolalion of such comment as: ’'It 
seems tike we^re always getting pulled m 
by other pet^ple's pri>hlcms. WeSe got 
enough prtihlems of our ijwn lo deal 
with*"' w'hal Ls also connected ts a certain 
myopic view of Amefica's ■‘g(Kidwi|!|/' 
which reduces the rest of the world to 
"beggitr^" whHiiw misery diws rk>t con- 


cern us, because W > Aarc our o^n beg- 
gars here at home. 

While 111 V'lcinam, Party olTicials 
readily acknow ledge the severil y ot their 
economic crisis and even leel the urge 
recently lo publK^ly declare that "\inly 
w hen we kmger refuse, out of fear, to 
admit our own failures and ovcrsighls, 
only when we can squarely laCe ihe 
truth, even if il ls sad. only then can we 
karn how to win'* {Secretary General 
Nguyen Van Linh^ October l 9 Hh|: while 
m VielrLam. women reject the heroic- 
tighter image the wurki relains of them ^ 
and V[>calLy condemn the rioiion of 
heroism as bertng monstrously inhu- 
man/ numerous torcign sympathiA^rs 
conlinue to hold fast lo ihc image of an 
CKcmplary model of revoliil ionary 
society and to deny the muflifaceled 
problems the regime has been facing 
Thus, all reflections [>n socialist Viet- 
nam which do not abide by a cenam 
socialisi LurthiiHjo'ty, pttvilnely embrace 
Ihe system, and postulate the validity of 
[Is social organi/aiion. are crudely dis- 
lorted as they are forced imE> the m£»uld 
of hegemonic w'orkJvicw and its lifelung 
infatuation with binary cbs^ifhcations; 
pri s-cs im mu nis I /a n I i-comm u n ist * left/ 
right. gocKl/bad, victory /failure 7 om 


nt*i ii XfarxHtr cvr/aimn/ Mur% in dts- 
ffairot his di.snpifs,'* In fact, it is impera- 
tive that socialisi Vielnam remains 
"pure'^ and ihat it eonlmues to be 
unconditionally praised, for, through 
past denunciations of ^'America's nit»l 
controversial war,'^ America can still 
prove that it is ivt>t entirely wrong, lhal 
"the V'reinam failure*' should be attrib- 
uted to a guilty givvemment but not to 
"'ihe Amenean people.'* The West’s 
friendliness and bcncvciiencc toward* its 
Others often ctinsists of granting itself 
the omnipotent rights to civunterael its 
government and to chiMuc, as circum- 
stances diciaie, when lo cndor^ic or 
when lo detach itself fn^m its institu- 
tions, whik members jri»m ihc I hird 
World arc required to stand by their 
kinsmen — giiternment and people 
alike — aivd urged Ui show the onicial 
seal ol approval "hack borne*' wherever 
they go, in whatever enterprise they 
undertake . . 

T he C'tsmmixJity et^ntempLalcs itself 
in a world Jt has created. And this 
world It has created is AyiMv that of 
'"1 he McHh The Weap^ms. T he Hatties.'* 
To say that the spectacle is always all- 
male and lhal it aspire* to gender Less- 
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ness is to indulitc anti aiuiin in 
redundancy. Bui rcpciiiKHi ts «it hmes 
nevn^ry . Tor it o ^uncliun lo fu III ill, 
cspeciiilly when ildoes nol present ilscif 
as I he mechonical recuTTCticc of same- 
ness, but ralher, as the picrsislerKC uf 
sameness m dilTerencc- Jl in IXijcnn nl- 
uaK, men nho "have their peruxb" and 
their days of^impunty*" no such rever- 
sal seems la be tn^eraled in a make- 
cenlered contesl where the cancepi u( 
^nder is irremediably reduced io a 
quesimn c>f seKual diHererKe or of uni- 
versal sex i>ppasilion. And since in such 
opph>sitiun. priority is always given to 
lileral reading and la ihe vahdaliun 
"evidence" (essences I rather than m the 
inierragaiiari e^f represen lat ion, ihe 
tDols ot' I gender) produchan arc bound 
to remain ihe Masler's (invisible) tools. 
[Thus, reacting to a film in which 
women's sulTenngs have been enm- 
mented liptm by numeriaus women- 
viewers as being ^'very intense and 
depressive." a male viewer blurted oul, 
alter having uneasily tried to put forth a 
lengthy weasel-worded qucslkin he has 
embarked ispan; Ihe subject of 
the Him IS so partial . . . Don't you 
think il overshadows the rest of ihe 
issues? . , . I mean, haw can ofK make a 
film on Vielnam, where [here is st^ much 
sufTerin^ fsic.] and ftKUs on wimenT' 
A numher of women in ihe audience 
express iheir approvai, oihers hiss.) 
While the male-is-rvonn world continues 
to be taken for granled as the <ibjeclive, 
comprehensive sodcial world, Ihc wiwld 
of woman subjects(iviiies) can only he 
viewed in lerms of partiality, individual- 
ity, and incompleteness. The lerKkncy is 
to obscure the issue of women's lypprcs- 
skm or of wcmicn^s auiariomy in a rela- 
tion vsf mutU4l exclusiveness rather than 
interdependency- The impel us of ihe 
positivisl projeci is first and forenve^t to 
supply answers, hcrKC the need lo kvcl 
out all forms of oppression mio one. 
A'or oniy has ihr o/ homen .1 iih- 

traiiiftt i>tvB hypam^ by 

ftvatmioHary orfsanizatiom in ihf Thud 
H'orfdfas ti has in ihf ff >jlj, fnri 
this apphrs fo ^nwpi in l^r ff VsiJ if hrt.i 
fl/wj brr r?w a tatter far hanilin from 
thf i^i - fMiranda DaviesV"^ 

In Ihe sociely of the male-cenlered 
spectacle^ gender will always he denied, 
even and cspcially when ihc spectacle 
ecalis feminbim (heroic worker^ who arc 
also gtHsd moiheni and gixid wives). 
Hor^ what the humanism of commiKJity 
markets is nol two, ihrce, but chk, only 
One feminism. One package a! a time in 
a policy of mutual exciu-sion. To ikny 
fSrnifcr. firxf 43 / afL fi fa dt*Hy ihv saeial 
reidifoiu af ^trm/tr thai I'tmiitiuitr and 


vafidaie ihe se^xuai apprejsfim of homen; 
and second, lo r >1 ta ft^main 

"in tdrolog}/* £ttt ideotofry h AieA ... is 
manifesi/y jef/-jervirn/f io ihe maie- 
^emtered sut/eci. (Teresa dc I-aiiretis)** 
"Impurity" is the inierval m which the 
impure subject is feared and alienated. 
Il IS Ihe suie in which the is^iuc of 
gender prevails, for if red defies all 
lilcraf mak-ccnlercd elucidation, it is 
because it intimately belongs to 
women's domain, m i^her words. 10 
Wi^men's siruggles. Women are 
"impure" because their red necessarily 
exceeds loiali^fcd discourses. In a society 
where I hey remain constantly at ixkis 
on cKcupied temtones, w omen can only 
Situate I heir social spaces precanou-sly 
in the inlerslices of diverse sysTems id 
ownership. Their elsewhere is never a 
pure elsewhere, bui tmly A niv-escape- 
eCsewhere, an ef'^where-withm-herr lhal 
enters m al the same tiriK as il breaks 
with the circle of omnispcaalordiip. m 
which women always incur ihe risk of 
remaining endlessly a spectator, 
whether to an object, an event, an 
attribule. a duty, an adhercrKC, a classi- 
ficalion or a social process. The chah 
lenge of modifying frontiers is also that 
of producing an auUmoiTM^Ms. shibmg 
dilTercnce in which the only constant is 
ihe emphasis on ihe irresislible lo-and- 
fro movement across (sciual and polili- 
cal) boundaries; margins and centers, 
red and while. ]l has oflen been ruiled 
lhal in Chinese ink painting, there is a 
"lack td interest in natural cdour.'^ OrK 
day. somieone asked a painter why he 
painted his bamboos in red. When the 
painter replied "Wha,l ctikiur sbtiuld 
ihey he?", ihe answer came. "Black, of 
course-^ 
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The Documentary 
tmpufse and Third 
Cinema Theory in Latin 
America: an introduction 

by Peter RIet 

T he term "Third Cinema" was 
coined by the Argentinian filmmak- 
ers, Fernando Solanas and Oclaviu 
Getino in an importanl theoretical arf i- 
clc, "Towards a Third Cinema" wnllm 
in OcK>ber I96r9. In working towards an 
ideal they define "First Cinema'^ as 
commercial. Hollywood-type "specta- 
cle,'* aimed a! a "digcMiog object*" —the 
spectator as- consumer — wherein the 
filnw produced view "man" as "consu- 
mer of ideology, and not as ihe crealor 
of ideology ."' For Solanas and Getino, 
the first viable alternative^ "Second 
Cinema" is bufopean art cinema, or 
films d'auteurs, which ihey consider to 
be peeferabte to the Hollywood enter- 
Lammenl model. Here, ihc filmmaker is 
*Trce lo express himself in lyon-standard 
language inasmuch as it is an aiiempi at 
cultural decoton izai ion. But the wri- 
ters cbim that there is a tendency for 
such aulcurs lo bc+ in Godard^s weirds, 
"trapped inside ihc fortress*' of the 
commercial "System" even in national 
industries which "search''" for audiences 
as small as 2tXl,0B0 (in the case of their 
own Argent ina|.^ Their second and 
ideal atiemative is "Third Cinema.** 
Clearly, 5iolana-s/Oetint>*s decision to 
divide cinema into three groups inlen- 
lionally invokes a strong parallel 
helween the Trd World and Third 
Cinema. Htmever, Solanas and Getino 
warned ihe reader to associate third 
cinema n<it just with the 3rd World geo- 
graphically but also to ihe struggle for 
self determ inalion and emerging 


CmeACtion' Fall S9 




n^ti<mhood. Ihas^ pcrhapi^ marc 
impormnlly. 'Third Cinema'* shtJtild 
suKgl^st a (hind roit^ a irm’ aiiirmutvr. 
Fun her* for ihe wriicrs, a mode] “Third 
Cinema" would not only pri>%-idc an 
ajtcmjlive to the "System"* boi would 
also radically Lounicracl il. Their rmi- 
lutionary call was for a new aJlemative 
cinema lo impair, 

a cmema of characicn wuh tine of 
ihemn. Ehal of irtdividiLBh wirh 
that i!»f maMcs^, Ehai of the duihor 
wuh [baE of the t^peraiive (Eroup, 
one of c^pe with ckk ihdl 
tutfS the Inilh, that t'tf pasdilvalv 
With one of a^reuitHiN. To an 
an^llUTKinaJjied einema, he Jtlic 
maker of third Ciitrirna| eoujitef- 
pewes a gruenlla cinema; to movies 
a;i shows, he oppi isyrs a flm act Ot 
aciion ; lo a einema of dei^l ruciion, 

CKW ihal H both de^irlKlise and 
coitilruaive; to a l incma mjufc fuf 
ihe M kind til human bemit, lor 
I hem . he <ippi>wia c win«i yiJ /tje a 
am ikifuf Iff Avaii^a betnx. h Avi 
rtfc a orv a/ us ^i /hr pasiibi/ity 0/ 
hfcomm^.* 

Solanas and Gelirro's article complex 
mented their film Im httro ^^e las Armros 
(T^f Hour 0 / the Ai/marej, l%H| which 
sEatids as a remarkiihlc c^tample of an 
avant-j^rdc film made and shown clan- 
destinely by people whose very lists 
were in da.nKef . Their idea was that the 
film should never be compJeled. bul be 
in proccssn wherein the possibility uf 
chanjEini" the film would remain open 
through screen ings/discussjons with the 
people of Argentina. In short. Tkf ffour 
of iht is the key work of 

"Third Cinema^*' bui ii cenainly wasn'l 
the first, 

In the niid-19505, iracTs of the third 
cinema alternative could be found in ihe 
Work of Brazilian Cinema Novo pio- 
neer, Nelson Pereira dtrs Sanlos (eg., 

^ 19551* and the Arjsenimian 

Docu menial School of Sania Fe^ par- 
ticularly in Fernando fiirh's Tiff Dit 
(l95Sk With thrve films a comillcd 3rd 
World Cinema hejiran in Latin America, 
as a manifesto I ion of ihe cultural nee<h 
to represent ihe reality of the continent. 
W^ith the explusion of Braj^iJian Cinema 
Novo in the early 19605, the appearance 
of ihc recently crealed Cuban Insinuic 
of Cinematographic An and Iruiustry 
— ICAIC, 1959 — producing films for 
an authentic post^revolutionary period^ 
and later ihe emergence of national 
cinemas in Africa (especially the Senega- 
lese) and Asia, a series of similar ihe- 
matic and aeslhetie concerns began to 
he shared by filmmakers Ihroughnut ihe 
3rd World. More ihan anyihing else 
they envisioned a cinema ihal would he 






able lo represent, inform, anaiy/e and, 
even radically change ihe specific^ real 
conditions of their count ires. Thus, 
many filmmakersi were cneclively ans- 
wering SoEanas/Cietino's call to use 
cinema as (I I a tool for conKiousness 
ramng. |2) an instrument for research 
and social analysis, and (3) as a catalyst 
lo pivlitical actii>n and s^icial iransfor- 
maEion, exemplified in Tkf Ifitur of rhe 
furmneaf 

Solanas and Gel mo found in a new 
form ihe ways through 
which the three aims lalnivc) could he 
mos! efiicienlly achu^ved. In Scitanas/- 
GetirK^'s film practice, we find the tools 
of a militant revolutionary cinema, 
which Would be echtied in the practice 
of two French filmmakers (Gt^lard and 
GorinL but also directly owing a dchE to 
a forrrver practitioner of revofutitmary 
documentary. Dziga Vertov. The links 


among all ihcse filmmaker/lheLAusu 
(which make us understand Solanas/- 
Cielmo's posiEion beiierl can he found 
m I heir iransformation of Eheconcepi of 
a '*mcialinguislic cinema" into ihe 
ni>tion of a cinema which incorptirates 
in Itself a discount <yn ils social and 
mattrial condilions of produclian. 
Indeed. Thr Hour cannol 

he dissc^icialed from ihe historical condi^ 
tions which permitted ils appearance in 
]9Wt: a year when, perhaps more than 
any olher before or since. Third World 
people (as well as Panstans m May^ 
dreamed of rciolulion. 

Jn then ihcoreticai article, Solanas 
and GeEimv also argue against pertec- 
tion in art^ slating thai “ijur lime Is one 
nf hypolhesis ralher than thesis, a lime 
o\‘ Works in process — unfinished, 
unorefered. violenl works made wiEh a 
camera in one hand and a rtxk in the 
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olhcr/'* Roufihncss and documcnKJO 
trulh were clearly being preferred Ui 
harniank iinily and (let km. Clbubcr 
Rixha, the f real praclitumer ofCmemj 
Novo, a kia championed youlhful impel' 
fectiofi in "An E^thelic of Hunger/' 
paving I he way for I he deliberately 
anarchislic “garbage cinema*' ol the 
underground movement parallel lo the 
final phase of Cinema Novo — Hdi- 
gnidi/ Julio Garcia FispiiKWii^ while 
working o-^ a Vice presideni of K'AIt an 
December picked up E^n the mela- 
phor of “ImperfecliEjn*' and wn>tc ’^hof 
an Imperfect Cinema" which calls for a 
new folk an in cinema whkh "will he 
firsi and foremosl a 'ci^mmiticd' 
poetic.*^'" Like Solanas and Getino. 
Espinosa argues forcefully lor a re|cc' 
tion of European models and, folkiwing 
Rocha Males ihal “We have more faith 
in ihc sKk irmn ihan ihe healihv. 
because his iruth i* purged m sullering 
. . . I'he imperleci cinema finds a new 
audience in ihose who struggle. Il is m 
their problems that il finds its i he- 
matic/'* Rather than prop^^se a new 
siylc, BspiryH^i focused on subject mat- 
ter, demanding that the process rather 
than the results be revealed, following 
the “metalinguislic" approach. Indi- 
rectly, be was criliciiring earlier C’uban 
films which a lot to ttahan Neo- 
Realism and the nouvelle vague — 
movements which were informed by a 
realist immediacy lacking in earlier 
formSfc eg., the "while telephcme" films 
of fasci.si ttaly arvd the ''tradtiuin of 
quality*' in France —although the per- 
vasive presence of documentary at 
ICAIC was not being challenged per se. 

Documeniary has always been 
important in pi>hi-revE>luiHmary C uha. 
The first films made under K'Alt' were 
(Santiago Alvarez) newsreels and the 
founding director of the Cuban film 
institute. Alfredo Cluevara sitid in a 
1971 interview- I hat “all the mtivement 
of Cuban cinema is formed basically 
around the documentary.*'"^ Indeed, the 
“docurnmiary impulse*' was of prime 
importance to the eniirc third cinema 
movemeni in Latin America during the 
l96Gs as Julia nne RunE>n recogm/es by 
devoting a lnK>^t 40 per cent of her h«H)k. 
C'mtma ami Social Ckaaf^c m /.atm 
America to it, through interviews with 
vanguard filmmakers such as Rirn, 
Jorge Sanjines (Bolivia I. Patncio Ou7- 
man < Chile} and Jorge Siiva/Marln 
Btxlrigue/ (Colombia). ' ' 

The intervention of documcniary 
style into a fiE.“tmnal domain, ofTermg 
unexpected surprises to audiences, is a 
feature of many Cuban films. For 
ckamptc^ m Mrmnne.'f of I'micrtievciop- 


mtni (di reeled by Tomas Guiierrer 
Alea, I96K(, the ficlk^nal sc'tkin ^ con- 
sTahily disrupted by the inclusion of 
di.K.^umenlar\ footage aiming a I distanc- 
ing the spectator from emolional idenli- 
lication wilh the characters, conse- 
quenlly bringing him/her buck to 
reality. I he use of a documentary tech- 
nique to resemble real life also charac- 
terises I he visual style of Cuban films 
lhai aim ai a historical rccortsirucikni 
and revision Etif the p^st. HiLs is the case 
m i'he (iihcr i'raiftisco (Sergio Giral. 
1975) and especially in The ImkI Chaffee 
oj ihe \fochefe (Manuel Qclavio 
Gome?> |9#T#)which like Peter Wat kin.s' 
( HIK -TV. I966t purpon.s tE> he 
an actual documentary w ilb mierviewer 
and hand-held camera m an era before 
film tcchnolijgy existed 


T he general idea of freightened real- 
ism I h rough pseudti-dEKumenlary. 
of cc^urse, is ntu new- and iis begin- 
nings can be traced to the revolutionary 
lE^rniA i>f ^soviet films in the I92t)s, and 
alter Fascism and the Second World 
War in Italy's Neo-realism. Satyajit 
Ray's Falhtr Fanchah (1955)^ the pis.>- 
neer film of the Indian aliernaiive 
*‘othEr cinema" wa.s remarkable for 
reviving the realist mode to the extent of 
outdoing neo-rcalism, while early 


iodi 

Cinema Neivo is also defined by a black 
and white/lticalion shEMniing/hand-held 
camera style, of which Netsvin Peneira 
dos Sanlos" IViAm {Barren i.ives. 

I9h.l) is a giXMl example. African film- 
maker Ousmane Sembene also consi- 
dered El the TTiiisi appropriale organic 
style lt> tell ibe mis(brtunes of f>juana. 
I he Bfaek (iiriilji noire de . . . Senegal. 
|9h4) in ihe hands of the greedy bviur- 
geois French couple of Antibes. 
MoreEJver, one of the first Ciibiin fiction 


feature films, Lacm (flurnberto Solas, 
l9bH) incorporates a political discourse 
through the use of style. fJE^cumentary 
style IS champiE^ned while complex allu- 
sions to “firsi" and "second'' cinemas 
implicilly criticize these forms, f.mia is 
m three parts. Each pwrt tells the story 
of a different Cuhan woman named 
Lucia at a different historical pcrkwl. 
with each having the date as siib-titlc. 
the first is set in IJ<95 during the cvdonial 
period, the second m 193^ during neo- 
colonialism and a tailed revolution, and 
the third m ihe present, I9h . , The 

first Lucia belongs to ihe planlocfacy. 
the sea>nd is middle class and the third 
IS a peasant woman.'' 

In ^'|K95" Lucia, passive and naive 
— she has waited years for a suitable 
man to come into her life — lea ms of 
her double betrayal; her lover's lighting 
against Cuba and killing her revolu- 
tionary hrothef- Passionate yet itkIo- 
dramatre, the story is matched stylisu- 
cally. being filmed in fast, high contrast 
stock and wMih delirious camera move- 
meni and flashy ediimg- In its hyper- 
bole, even ouirageo^usness (the phallic 
imagery is at time^ crude to the point i>f 
comedy L ihe segmeni crincisres the hts- 
irionics and operatic melodrama tif I ra- 
dii lonal, pcrvtmali/ed portrayals ol his- 
tory in "first cinema"' (lor example. The 
Hirfh af a 1915) while simul- 


taneously allowing the director to dis- 
play his Mbrani mastery of ihc medium. 
The ^icfond L.ucia. though more in con- 
trol of her own life (since she works in a 
factory) h a passive witness to her hiis- 
hand. A Ido's dcsl ruction. iJespiic an 
aura of hopeless alienation at the end. it 
is inferred Ihal she has ct>me in under- 
hand well the oppression of her hus- 
band's ill-fated s^Kialist movement by 
the dictator. Mat hado I nlerestingl y . on 
a cinematic Jevcl, hourgei>is "2nd 
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Cinema" is being implicilly critiqued m 
the "19*32" part nf /-nrw- Often, the 
compit^iliun of the irdmt i§ unbalanced 
tnih a chitractei placed at one ciircmc 
edge, llie ^gment also contain;^ rnan\ 
relitiveky sileni, exirnded lakc^ in long 
ihot and cx.lrcmc-kjng shut (pafticu Lari y 
on Lucia aflcr Aldu's death}, and both 
of These lech niq Lies recall much of 
Anionioni's work and express a similar 
jense of alienation (frofn other charac- 
lers and the ensironment}. R;y contrast, 
the third pan nimctl in the style of ihe 
hard-edg^ realism of dnema verite. 

The ihird Lucia is dynamic as 
DpposctI til passive, and she struggles 
with her husband in order lo admit a 
teacher (part of I he literacy campaign) 
into their house. She takes on the role of 
beir^g an agent fur change and tries to 
educate her ^'igrsoranl" husband. In 
"196 . . ./'Learning ilself is a theme and 
the film ends openly wiih Lucia still 
struggling againsl machismo- Indeed, 
Lacia exemplifies a response to Sola- 
nas/Gelino^s call for a third cinema 
which ratMfd consciousness, conducts 
social analysis and ads as a cataiyst lo 
social iransformatiDn. AEsOp Lmia 
implicit Ly advocalcs the diKumeniat^’ as 
Lhe primary m^nJe <if 3rd t’ihcma. 

On the liHhef hand, the reduct bn of 
lhe docuineritary style into purely fic- 
tional narrative can also be considered 
pr{)hlemmatic, where^ for example in 
Gino Ponlccorvu's flaff/r tif 
(Italyp a skin "reality'* hides 

HollyiivcKidian Inines. In films such as 
this (and thitse of Constantin Cosla- 
Gavrask no space is provided belwecn 
the speclalor and lhe film's characters 
and action. Too much *‘feaLism" and 
the emotional engagement of the specta- 
tor suhsen the polenlial for analysis.' ' 
Another ptuhlem with the ^'documen- 
tary’ impulse" is that in cither Thirtl 
World counlrieSp particularly in Africa, 
where dcxTumenlary has iraditiimally 
been lhe primary msde, ihe means of 
pnduction have been controlled from 
outside. Anlhropii>Logbal filmmakers, 
ihough well meaning in I heir diKumeti^ 
lalion of vanishing culimal practices, 
ma ke I heir films for foreign — i.e., 
European tif North American — view- 
ers. Even Jean Rouchp the Trench eth- 
nographer and innovative piimeer 
cinema verite, occiisionally falls into the 
trap of using vuicc-uvef narration in 
order Eo expbin eSTrnis in Ihe language 
of The "outside*' viewer — i.c., in Eng- 
lish or French. Such a practice limits the 
Third World person from speaking fur 
him/ her self and continues a power 
imbalance where lhe former colonizer 
mics the Miurdtrack with Hii '%'oicc of 


Cuxt narration" (the voiccH-ivcr is inva- 
riably male. 

On a mure p^isitive note, in receni 
years documentary filmmakers have 
received mure exptnure in ihc West — 
eg, A Hand Patwardan w ilh itur 

an ( 19^5) — and at Icasi one, T rmh 1 . 
Minh-ha, initially from Vietnam* has 
actively wtirked againsi ihe Euro- 
American anthri>plogical bias by mak- 
ing qiiesiiuning, open-ended films m 
another Third World region, one rela- 
lively sirangc lu her — W'esi Alrica. 
Also, wme iheorelical attention has 
lately been paid to chHiumentary-p an 
ares traditionally ignored by I irst 
World theorists. In iifeohf^y imd she 
/wkij?c. Bill Nichuh questions ihe niiivc 
I rust ihaE audiences place in the docu- 
mentary filmmaker and proposes a 
model for an ideal ru^n-ticlion approach 
cumhifiing "indirect address" thnnigh 
iih|eclive observalion — as againsl 
"direct" voice-over — with a dectm- 
structive, “metalinguistic" selLawarc 
analysis In this he is close to the 1 bird 
CirKma ideas i>t ^>olarbas/Gctino and 
the Cuban schOi>l, and in focusing on 
the problems involved in purpoftively 
the most objective of films — ethnogra- 
phic ones — he sisuales his ihei^retical 
appri.iach firmly in ihe Third World. 
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by Mary Alamany^alway 

A ny discussion of Third World 
films shc^ukl begin wiih a derimliDn 
of ihe concepi of ihc Third World 
Roy Armes in ThirJ H orfdFtim Maktnx 
ami ihf defines Third W'orM mun- 
tries jis ihosc once colonized rtaiion^ 
that are still imdrrdcvclupcd because of 
their economic citploilalion by the 
W'esi. Thts, t assume, accounts for ihc 
mlhcr strange title of ihi^ hmyk since the 
emphasis here ts given to the relaiior)- 
ship betvteen Third World filmmaking 
in particular^ and the West in general. 
Vel, [ did not find ihal this emphasis 
was reflecled in the itriling, And for 
good reason^ sin« the primary concern 
of a Ttiird W'urld filmmaker is nol his 
relationship to the West (although this 
may be one of his concerns) bul his rela - 
ticmship to his country and his people, 
it seems lo me that the title pt^inu lo an 
unea-smesis that Roy Armes leek in writ- 
ing about ihis subjcci. [i is hard to pin- 
point why he feek so uneasy. The book 
is thoroughly researched and highly 
informal ive and yel reading it leaves me 
feeling frustrated and angry. Perhaps 
Armes' uneasiness stems from the fact 
that he is a First World critic writing 
about Third World films. I don'l ihink 


I ha I Shis is necessarily bad. Critics in the 
Firsi Work! can be of great help in 
bringing these films and their issues lo 
the alien ion of the public. Bul. m Trying 

10 give an objcctixT, scholarly account 
of Third World filmmakingp .AntiPi 
adopts the very stance towards ihesc 
filmmakers thal they are fighting 
against. Thai k. he takes ihc Third 
World fiJmmakcrs as his object of 
sludy, in ihe scientific manner, and 
the retire he cannm a void nhjcciifying 
them and adopting a somerwhat pater- 
nalistic tone. Third World film makers 
are struggling to become subjects rather 
than the objects lhal they had been in a 
ct^lc^nial conic^ti. They are trying to 
define their own identity as heparate 
from the West rather than in relation to 
it. They are fighting to find their own 
language and their own idcniity centred 
in ihcir tjwn culture. But of courw^ ihis 
is ime only of a certain kind of iTiird 
World filmmaker and this point brings 
up another problem with the book. 

Roy Armes^ aim is to give an over- 
view of Third World films and ihus he 
includes both films that are made solely 
for the purp^rse of entertainnwni and 
those that deal wilh social and pi>Liticaj 
issues. The aim is laudable m ilsclf^ since 

11 allows for a fuller understanding of 
Third World film culiure as it exists hut 
il tends lo be faiher disappointing in 
practice, first of all. there are many 
films covered I hat the reader tends lo 
gel losi in a mass of details. F-cw of the 
films are described m enough detail Eo 
make them come alive in ihe mind of 
the reader, except at the end, in ihc 
"au teur'* section* and even here I here 


are probJems. Four of ihe tllmmakers 
focused upi^n m this section, lhal is 
Glauber Ftocha. Vilmar (iimey, Qus- 
manc Scmbcnc and Jorge Sanjines, are 
poliiically committed and even the other 
iwo. Satyajit Ray and Y'oussef Chahine, 
are concerned with sjociai issues. And 
yet, althiHJgh Roy Armes k obviously 
sympalhctic to llieir aims aiKl ot^en 
praises their films for the manner in 
which I hey communicate ihe urgency of 
these issues to the audieiKC there is an 
ambiguity in his wnlmg which is dis- 
turbing. This ambiguily shi>W's up even 
in the discussion of particular films, f^:^r 
instaiKe. Bfmnf o/ ihf Ctmi/tyr ( I9fi^), 
direcied by jenge -Sanjinw, is a film 
which denounces ihe t is for its attempts 
Eo decimate the Indian ptipulaiton of 
Bolisna by sEerili?mg its women wiihouE 
their knowledge or consenl. Somehow, 
Arines cart reduce this to "the ruinous 
impact of US Peace Ctirps workers, who 
bring alien values {and coven steriliza- 
tion! to ihe AltjpLino." (p. 2^} 

this ambiguity is also present 
throughout the rest ol the book, for 
instance, in "Part Two: Theory and 
Practice of Third World Film Making,'' 
when w riling aboul the revolutionary 
Third World filmmakers and Eheorisis 
of the 'fpOs. he makes this statement — 
'To some extent, the optimism of the 
laic 19W>s has proved lo be ill founded, 
having underestimated m particular the 
cxlremcs lo which the Uniled .Siaics is 
willing lo io proim ii^ *iniefcsTs,' ’’ 
{p. IfM)) How anyone ctxjld read Sola^ 
nas and Getjno*s seminal article, "for a 
Third Cinema"^ (which he quotes in hk 
chapEer on Third Cinemal wiEh its call 


@4 Cir>eAclion! Fall 69 



for a. revotutbnar>‘ cinema in ihc face of 
US Linperuilist domLnahnn . or I heir 
q)k doajmenlary; The f^our of rke fur- 
Horn ( with bitter dcnuncialion 
of 1‘hird World eiipiniiation and call 
these fulmmalers optimiHiic and ynwiJ- 
ling to fact I he extremey that the I'S will 
|o to is beyond me. This chapi er some- 
how gites ihe impression lhal Ihe fight 
ipm.sl imperialism might he well mean- 
ing but useless. 

Strangely enough^ Arities seems 
almost to apologize for hasing to 
include a discussion of the films of 
Cuba, Angola and China in his btxik. 
Perhaps he feels this way because iheir 
revolutkms were successful. However, 
is he himself pomLs out^ these coun tries 
were colonies and therefore they uIh^ 
suffered from underdevelopnsenl. But 
They have become Marxist and some- 
how- Altnes feels that he should focus on 
"developing countries wiih a market 
eGonomy."^ ip. i 0 | Why is this? There 
are problems, in terms of Th ird Cinema, 
with a communist country like China 
that has taken up socialist realism as its 
official film siylc. But, if he is willing to 
include commercial films, why not 
socialist realism? As for Angola and 
Cuba, he himself admits ihat lo omil 
them would cause problems since ihe;? 
have esened a great inlluence on the 
films of [411 in America and Afnca. So in 
the end he includes these Marxist coun- 
tries and cerlainly he wcigld have a hard 
time justifying I heir exclusion. But why 
ihc apologies? Queslions like these kept 
cropping up as 1 read the boc^k and 
made me raiher uneasy. 

And yei. ihe book is so well 
rMarched thal u will he cndlcvdy useful 
lo anyone inlerested in the field- The 
bibliography alone is worth the price of 
the book as it runs to M pages. Jn si^me 
Ways, ii i.s too well researched for ihe 
different points-iif-view on each issue 
tre sel out at such length that one loses 
interest in the debale. Armes^ stance is 
10 ambiguous that it is hard lo lelE what 
Atj poinl-tif-vTcw mighi be. Hisob^live 
appniach to the subject mailer again 
ferves him badly. Vet his gcntls for I be 
book seem ideal and the structure well 
ihoughi oul. One can only agree that 
nims should be studied in relalion to 
Ihetr scX'iaU cultural and economic con- 
tejii. Tht historical backgrifund thai he 
gives for each country thai be covers is 
highly useful. The di.scu.ssioifi of ihe 
"Theory and Practice of Third World 
Filmmaking'' which lakes up the second 
pan of The book is, I think, a necessity 
for any bonk on ihe suhjcci of Third 
World film. The I bird pan on the 
"National Pilm tnduhtnes" is alst> use- 


ful for It provides the background 
necessary for the di-scussion of the par- 
ticular filmmakers lhal takes up the 
fourth and last part of the book. 

1 1 IS exactly I his kind of carefully 
struciured approach lo the suhjca ihat 
is missing m fi/m afuJ Fnfiticf m fhr 
Third M'tirfe/. edited by John D.H. 
[downing. This book is a collection of 
essays aboul Third W’orld films and 
interviews with Third World filmmak- 
ers. The essays deal with ihe films htith 
in terms of their place In naticmiil cine- 
mas and as works of particular authors. 
But we are not given a carefully struc- 
tured iniroduction to the subject as in 
Roy Armes' hemk. The foreword by 
Downing is only two pages long. There 
is barely any attempi |o defirve the tetrn. 
Third World, or what the iheorelical 
conteit of the study of Third World film 
mighi be. Vet, \ think that it is- the more 
Useful of Ihe iwo bcxjks, particularly for 
someime whiv has never studied the suh^ 
yeet before. 

The strength of ihe book resides in 
[he fad that il is a coikdion of essays 
written by a varieiy of aoilvi'rs. There- 
fore, the reader can experience a 
number of different approaches 10 
Third World film and yet each approach 
is consLsteni within itself since it forms 
ihc basis of each essay. The essays fi.KrUs 
on one particular naiional cinema or 
filmmaker from the point-of-view of 
one writer rather than the compilation 
€if dtfierenl poinls-of-vicw thai one gets 
in Aimes' book. Downing has also been 
careful lo include many Third World 
writers and ihe concern lhal they feel 
for the fate of their own people informs 
ihe essays with an urgeivcy that cannot 
be duplicaled by the objective pt:^i^t^:^f- 
view . The weakness of the book^ how- 
evtr« can also be found in this diversity 
of approaches for, unavoidably, scune 
of the essays are weaker in quality than 
either. 

The book is also very useful because 
il covers a w ide range of countries. The 
films of some of ihesc, such as ihs>se 
Iran and C hina, are not very well 
known and Downing performs a real 
serv ice in bringing ihem to our atlcn- 
tion. If Downing's goal is that of 
^^communicating the fascinaTion of 
liiiie-knowrt artistic escellence {with a 
p^slilical stingy, arvd of developing inter- 
national comprehension in a nation 
which seems beni on understanding 
neither others nor itself' Foreword I, 
it is well served by the book. The bigges^t 
flaw in This htu^k is the need for either a 
long ininuductitm or the inclusion 
i«jme esrf^ys on ihe theory and history of 
the subject. In pan this Lack is made up 


by the interviews with the filmmakers 
ihemselves. For no one can speak as 
lucidly artd passionately as. for example, 
Sembenc Ousmane, the greal African 
filmmaker, on the needs of his pctiple 
and on the necessity of making films 
lhal will fill these need-s. Dtjwnsng ds>es 

10 some extern sel the articles in iheir 
historical and polilkal conteit for ihe 
reader by sometimes providing iniro- 
duefions lo the essays and by providing 
foolrwilcs as well. 

The Tide of t>ow rung's hook. fUm A 
Potiiin ifi ihe Third Hvrid, seems lo me 
to be, m Armes' case, also s^^mcwhal 
ambiguous. I gal her that he is trying to 
account for a broader spectrum of ^ub- 
|ccis than those lhal would only be 
related 10 political films per se. Some of 
ihe filmmakers, such as ihe Algerian 
Merzak Allouache. are ihemselves 
avoiding the polilical propoganda type 
of nim« or as in the case of the C'hinrse 
filmmaker Xie Jin, The rigours of s{>ciaF 
isi tealLsm- The wtakncs.s of the title is 
ihat i| is ambiguous. sirKe i>ne could 
write aboul commercial Third Wt'orld 
films and discuss tbeir relalion to tHilii- 
Ks. A reading of ihe Nxik makes ii 
obvious thai i his is rHU wtiai [Jowmog is 
interested in. 

On the whole, ilie iwo hiHiks eimi- 
plement each other. Roy Armes' book is 
useful for the historical background lhal 

11 provides. Downing's book communis 
tales ihe aims and concerns of Third 
World filmmakers and ihe passion and 
urgency lhal they feel Ibr their subject. 
One thing that is missing in both hooks 
IS. ihe attempt lo define a style or cine- 
malic language which mighi he shared 
by polilically and sixiaHy conucious 
filmmakers of ihe Ihird World. It i.s 
siiinethlng that Teshome Gabriel tries 
10 do in his pioneering work. Thrrd 
Cinema in ihe Third M VvM The 4effheh 
id 0/ iJfferoiion.,^ and t ihink lhal it is 
an importani piirt of ihe discussum on 
Third World film. 
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SrplnntH*r in Toronlo, F^Btivot of^ premif^r^H H^vrral 
hundred filmif from all over the v^'orld in a ten-day urf^y of Hcreenin^N. It’s 
a Hiranfte eomhination of Hollywood ftljt7 and adventurous pro^raniniinfK 
which introduces local audiences to the real diversity— formally, 
nationally, and politically— of world cinema. The following short reviews 
examine a few of the films this year. 


by nrvembera of th« editorial collective 


Summer of Airiya: 

A Contemporary 
Melodrama 

by Florence Jecotx^wltz 


he ir^ni^JjEed 4^ 4 it i ff '.f 
■AtHi Kr/ys7tof ZaniLs^iV Vear of ih*'^ 
,S'u/i ( J are Krth pieces 

in I he afiermalh oi the Settmd 
Wtsrid Wiir. (/dniis^i'fs litm merit!^ 
fun her diiSd:uMiit>n, hul bcM'.Tuse ciit the 
luTiii4liim% t>f spuce, f dm rrstrieling my 
disizu^fvtiyrt tu the fetent o( iht: 

Itto.) T he period him insmedMlcly 
spcjks Lif dKtiirKx; Summt^r of Aviya 
cncouriige^ the spcttdK^r btvth tsi pden- 
fily dnd empjiht^c with the pmtii^i- 
ntsis' e^perierte^, und tti s^tep hack and 


see iheir storio scl agamsi a brcuadcr 
scictal content The hislorkal pUce- 
mcnl diK*^ not lietract from ihc film's 
feievance to a contemjiiKirary audience. 
The kifKiv tif issues explEirird — ihc 
inulilily of women's sacrifice iind ihc 
manifeslatiori of illness as a tbfrn t>f 
muted prolest — conlinuc lo be signifi- 
onl in a s^xiety sli]| sirwcturcd by the 
same systems of oppressitm. 

Td liLc lET note a few points m partic- 
ular abtml Sunfmer of Aviva i w high w^cm 
Iasi year's SjKct Ekar award in BcrImI 


T WC5 very accomplished films 
screened at ihts year's hesEtval of 
E'cslivaJs can be dc^ribed as con- 
tempt irary rcs isiuns of the mehHirama 
— a genre which llowered during the 
dassical period in Hollywood. The 
ttlehidrama aiHl ns sub-sectiims (ihc 
Wi^man's film and The sartalioits of the 
jsenre cenircd upon Ujvc/romance/aijui- 
Eery/snial] town lilel evoised from the 
tradilions of iaic eigjileenth and mne- 
Icenlh century ilrama and the w^>man\ 
ntiveh and arncuialcd concerns and 
desires pertinent to its lar^Jy female 
audience- The genre remains an Empor- 
lant focal point for lemmist film theory 
and criticism because its narratives are 
charged by the conlradiciiEms and dissa- 
tkFaclions which characterize the nor- 
mative female csiperience in a 
masculfne-dominant. pKnurgeois society . 
The two films I'm thinking of, hli 
C’uhcn's Suntmtr of A\‘iy« < I9»»( (wIiilH 
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in lermfi of [Nc gcnrr it frimi and 

ihc pmb]clTl^ it The film 

rclattiv a ynung girTs pcrecptioTis 
(Aviya, pbved by Kaipo CtJhcn) ijf oric 
brief summer vacation when her 
mother, provisionally released from 
hospital, collccis her Irom h^^arding 
sch£>ol and makes an attempt to live like 
ever) other 'normal' famify, 1l is I^SLa 
year which siftnifics a pcricwl of Jewish 
hope arKJ rchinh spceifit lo (he popuLa- 
tkio of Israel as it is only three years 
since I he founding of the state, and %\x 
years after the end of ^^'orld War II. 
This post -war commiimcTil lo sclllc- 
ment and social cnlrrnchmenL deriiKd 
by precise ideolt^gical nofrns of gender 
and family relaliooh. was orw shared hy 
many Western nations and manifests 
itftelf in the '5tK spirit of insularity and 
conformity. As in I he traditions of I he 
genre, the protagf mists' rweds, frustra- 
tions and desires are placed againsl 
larger social patterns and the spectator 
is offered a erilical perspective denied 
them. Aviva's mother Hcny a (played hy 
Gila Almagor, who assislcd in ihe 
scripting of the film from her autobio- 
graphical nmcl and gives a superb per- 
formance! rcllect.s the confusions and 
contradictums of ihe period she has 
survived and the one in which she 
atlempts to establish a place for her^iclf 
and her daughter. 

As in many Hol3ywi>od mekidrama.s. 
the Woman's entrapment is sustained by 
the society's definition of fcmininily. 
Avtya's mother is clearly different, 
marked most prominently by her emo- 
tional i lines, s (she is known as Henya the 
cfa/y oneK hy her social/elass position 
{As in many wur-time mclodramasH ihe 
family is imbalanced by the absence of 
the husbiind/faiher who, m (his case, 
was killed during the war. Henya musi 
:^ppor( her daughter alone on the mea- 
gre amtvunLv she earns as a laundress 
seamsiress. and significantly never 
speaks of remarrying 1. and hy her past. 
Henya is ofien called ihe “pam/ona/' 
which IS (tanslatcd m the i-.ngiLsh subti- 
tles as '"partisanke" but I he Hebrew del- 
ineates the play on words tjf Partis;m- 
zona. meaning partisan — wtK>re. As 
the film pn>grcs.ves we leam (hat Henya 
wus active a.s a panisan fightEr in the 
fnresi.s of La.stern liuropc. She was, as 
she recalls, ihe beautiful Henya, 
renowned for her beauty and poiilical 
activiiy. In the small town communuy 
where she arxl Asiya settle, her heroism 
is denied, and overshadowed by her 
transgression in usurping the malt's 
role. Emptied of all political significance 
her aclivism now connotes se^tual des i- 
ance; il is ridiculed and aligned with her 


'craziness 1( is significant that the only 
momenl in (he film where Henya makes 
reference tcj the past is when she is iry- 
ing tt> reach oul to Aller, a hokicaust 
survivtsr who comes to (he (own lo live 
wilh bis brolher, Mr. tianz, whose 
severe wiihtlrawal from the outside 
world IS ailnbuted to his surviving his 
inlernmEnt m Auschwitz Aller's illness, 
like Henya^s, is integral Us surv ival — Jt 
is a manifestation of resistance, an 
in I nsverted pro|es( aga inst an intolera- 
hie s£>ciaL espctience which can no 
longer he negotiated. The post-war lime 
frame exaecrhates ihe tensk^ns; the idecK 
logical demands <if normalcy, following 
an cstperience which has era.ved perman- 
ently a firm belief in civilization and 
humanity, results in breakdown. The 
ifiahitity k> live with the contradict K>ns 
oihers deny, is expressed as illnes.s. 

This themalic is imroduced with a 
Stan ling directivess near the film's open- 
ing, When Henya finds lice in her 
daughter's unkempt hair, she is appalled 
by the implications of rKglccl and the 
Lack of hygierK, and shaves Aviya's 
head frantically and almost violently. 
The act initiates A viva, ironically, inlo 
her mother's experiences of impriMm- 
mcni and humiliation, (and (he mythi- 
fied obsession with "cleartlincs.s as pur- 
ity"! suffered al the hands of the Nazis. 
At (he same lime. fulfilLing social 
demands of health, cleanliness and 
hygiene defines a good mol her. As 
Henya remarks, “No daughter of mine 
will have lice" 

Aviya is aware of her mother's multi- 
pliciiy of dilTerenees which combine to 
exclude ihem both from the communiiy. 
Asbde from Henya's recent pa.st m 
Europe, her lack of faciliiy wiih the new 
language ("Yom Huledet/ Happy 
Rirthday is /ko words." Aviva reminds 
her) and her class pi>sitton sel her apart 
from the weallhy \~ullurcd' ladies like 
Mrs. Abramson artd her daughter 
Maya, fienya's illness surfaces when she 
asserts herself, refusing to conform lo 
peliy communal rules. She docs rKit 
allow Aviya lo dress formally for 
Maya's coveled weekly mu.sbc recitals 
(where 'culiure' is inspired by the play- 
ing of Swan Lake), she demands (ha I 
neighbours and passe rsby ccichratc 
Aviya's birlhday despite their clear 
intentions lo btrtcotE and ignore her 
parly, and she atleruis the Abramson's 
soiree, from which she has been pt^mk 
cdly ciicluded. Despite ihc painful 
cmbarrassmenE, Aviya remains fieTCfly 
proud of her mi>ther and is committed 
to supp.ining her. l ike Kenya, At lya is 
a survivor and is ei|uaLly assertive. She 
(requently corrects people who either 


mislake or dehbcralely Iransform her 
i>dd non-fJehrew nanvc Aviya into the 
more convemional Aviva. She also 
decides wisely (however unconstiiMJsly! 

I hat entry inlo the community can ix 
gained by reinstating the missing father 
tihus re-establishing the ideal nuclear 
family! and elevating their class posi- 
tion. Sensing a new neighbour's utt rac- 
oon to her mother, Aviya fanlastzes that 
the respectable bourgcins Mr, Ganz 
(played by the director. Eh Cohen) is, in 
fad, her father who has reappeared hul 
cannot admit to his identity because he 
has sir^ee remarried and has a child. 
Aviya finds him a suitable fantasy figure 
because he is taiL handsome and sophis- 
heated, professes to he a hanker and 
always dresses in a suit, unlike the other 
casually dressed men in the small (own. 
She witnesses his doriKsiic argumenls 
with his non-.lewish wile and senses his 
unhappiness. The cultural eemtradk:- 
lions Cohen painstakingjy brings lo life 
of the post war survnvor/cmigrt ctwn- 
mumty are pKvignanE and insightful. One 
finds a country of ivew Lmmigranls, 
many of whc»m are HokKausi survivors 
whose families ba^e been decimated, 
desparately clinging lo a vision of life 
made coherent by a family sirueture. At 
Ihe same lime, they have had little 
opportunity lo recuperate from the 
extreme traumas experienced oi lo 
mourn their Imses. and arc forced to 
plunge into new identiEies, new farmlics. 
new communal nates in a newly estab- 
lished country far frtim Europe. Many 
quickly remarry yet still find themselves, 
years later, a.scertaining who has sur- 
vived ihe death camps. Daily (he com- 
munity members desparalely lislen to 
radio reporls <if newly-arrived immi- 
grants searching for lost relatiunsn hop- 
ing lhal somet^ne w ith some con nect ion 
will surface and fill in the obliterated 
pa.vi. 

Despite Aviya's aitempEs to nvake 
sense of her and her mtxher's world, 
(here is no povsibilily of reconciling the 
coniradictions. and herKe, no place for 
Ihe happy ending. Aviya's summer is 
hnef. Mr. Gart/ (demystified as a man 
who plucks chickens for a living and 
masquerades as a hanker for ihe pur^ 
powe of Winning respect and status m the 
small town) packs up his lamily and 
leaves when Aviya's (antasies are made 
public. As in (he traditions of ihe genre, 
Henya's inability to reintegrate into 
Hveiety and maintain a stable idenliiy as 
mother, provider and community 
member, results in her regression into 
illness, using the melaphor of a train 
rushing through her head to describe 
her unbearable pain. Ihe convent kms 
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t>l I he ]|ienrr — the cmoliorul heifthleo- 
Ing, ihc CJtce^s and the slknl prulr^l — 
suit I he csipUwivc scrit^M^n'i trf the 
Khr> bfin^ Ml Lite, hut ^pcLik fur bey^ind 
IL By addrcv^mie Ihe sliJI cfititzu] pnliMcs. 
of cta^is and ften^r oppression, Ahatwit 
of Anya etinlribulcs richly tu Israers 
ptipular reprcsertcaiiLins i if its social his- 
lory^ and, al I he same lime, transcends 
its natkinal hnundaric^. 

Monsim Hire: 

A study of 
obsession 

by Richard LIppe 

P alricc Leesmte's Mflurfrcwir flirt- is 
al>6ut obsewive love and the film 
ofTers ihrouph the characters nf 
Montieui Hire/M iche] Blanc and 
Alice/^andrine Bonnairca complex 
irealment of its subject matter. As I he 
film bc|[irrs, I fi re, a middk-ajtcd Ea ilor 
who openly identifies himself as ansi- 
sociah suspected of murdering a 
young woman: bul, as the viewer grad' 
uaily discDSTr^, he is guiily of no more 
than voyeurism. The objcci of Hire's 
voycurtsTk istife is Alice, a seemingly 
'average' young woman, who has a 
room across from his in the adjaceni 
courtyard of the building. When AIkc 
discover? that she is being waicbed she. 
after recovering from ihe innial shock , 
unexpectedly seeks out tlire and coyly 
attempts to seduce him. Alice's motives 
are twunfold: on the one hand, she is 
genuinely intrigued by hfire and wants 
to get 10 know him and. on ihe other, 
she warns to discover how much he has 
seen — it ts Alice's boyfriend. Emile/ 
Luc Thuillier, who murdered the young 
woman ar>d in the aftcrmalh broughi a 
piece of incfirntnaiiitg evidence to her 
room. 

Although Hire is offended by Aliceas 
suggcslion that his molives for watching 
her are primarily to gain sexual graiili- 
cation. he remains attracted lo her and. 
later, keeps a luncheon dale she has 
suggested. During I he luncheonn ffire 
finds that Alice, despite her youth and 
unwurldliness, has a sensibility strik- 
ingly attuned to his own. and a muiual 
intimacy between the two develops, 
leading lo ffire^s revelalion of his 
knowledge about who ihe killer Is. Their 
meciing fund ions m intensify his com- 
mit ment to her and Hire pledges to pro- 


tect her Ifom she authorities. olTenng 
her an undying love: il is a love that 
Alice bcjth desires and well understands 
as she hikds the same capacity to love 
obsessively. {The film tenEativciy prsidu- 
ces another manifentation of obsessive 
love: the pcdicc inspector/ Andre Wilms 
speaks of the murder viclim as if she 
were his daughter and gives the impres- 
sion that his mvcsiigaiion is a persimal 
revenge quest. There is also ihe suggest 
tion that he ha* an miuitive understand- 
ing of whai ffire I h inks and feels). Ulti- 
tnately. Alice feels compelled to heiray 
Hire to honour her love ijf Emile who, 
when finally suspeded. flees, ignoring 
her picas lo be taken along. 

In Mimsftw flirty which is based cm 
the Geivfges Simencm novel "[.es Fia- 


ncadles l>e M. Hire.'" previously filmed 
by Julien Duvivier as Ptinttfut (1946) 
with Michel Simon and Vivianc Rom- 
ance, Lcctmie doesn't offer a negative 
porirail of either 1 lire or Alice and their 
behaviour or aclions — in fact, the filnn 
is highly sympathetic toils protagomsls. 
Although a misogynist ic altitude could 
have been adopted towards Alice mak^ 
mg her into a cunning, cruel woman, 
Leconte conceives her land Sandrine 
Bonnaire, like Michel Htanc, gives a 
beaulifully judged and nuanced perfor- 
mance) a-s a person who pcisscsscs imag- 
inaiimr.an miuiiive Iniclligenceand dci- 
hzate emotional respim.se hut di^rsn't 
grasp her full psilenlial: Alice's sinrial 
conditioning has erKouraged her lo per- 
ceive herself as being 'ordinary ' and she 
aspires to living a conveniicmal life. The 
implication underpinning her dectsion 


to make it look as if ffire is the mur- 
derer IS motivated by her unqucsiicming 
acceptance that she and fimile represent 
m some way a 'normal' coupling. But, 
despite this commitment, Alice has 
become sulTlciently aware by the film^s 
conclusion to realize that she will five lo 
regret the betrayal of Hire and, by 
extension, herself. 

himitarly^ Hire, like Alice, is much 
less a victimizer than a viclim. While the 
viewer isn't put in the pmition of identi- 
fying directly with Hire, he increasingly 
hect^mo a eompcEling figure who has an 
emotLoiutlly unset iling presence: his per^ 
fiona alternates bciween conveying an 
almost contemptuous rejection of 
humanity and an aching vulnerability in 
his relatn^n? with Alice. (Like Mumau^s 


Nosferatu, whom al momertls he 
evokes. Hire begins as a .sinister, menac- 
ing figure hut heconves progressively 
humanized as the film develops. I The 
degree to which the latter aspect tif his 
presence has become a tangible ct>tnpc> 
nenl of his ideniiiy for the viewer is evi- 
dent by the impact t^f the film's harr<iw- 
mg penultimate sequence in which ffire, 
m an effort to ffee from the kr>t>w|cdge 
that Alice has abandoned him, plunges 
to his death while attempting a roof lop 
escape from Ihe authorities. And, 
clearly, l.econte expresses his affeaion 
for litre and Alice m the film^s final shot 
— a lyrical, 'wish-fulfillment’ image of 
the two embracing- In the shot, Alice's 
hair is being blown by a wind evoking 
the earlier church tower sequence in 
which they first acknowledged ihcir love 
for each other. 
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On numif rcxi!i kvrls. MoKtirwr Hirf lit 
visually a v^ry s^tyli/ed film: the cti^cHjr 
ichfme is prtdoTnina.ntly sombre 
illhoLifdi liphler and/or more vibriirTl 
Cvlour^ mrr aHMK.ialnJ wiih Alice lo 
enhance her ^cmiml presence; oittcnsi- 
Wy, ihe aclion lakes place m preseni day 
Pans bul the Him has been designed 
(i.c., ciolhingn di^cor^ etc.> lo suggest an 
unikpecified lime perkHJ and part the 
kKalion shiKrting done in Brussels, 
lo re-ifircyrce the senate of diMaNemaiH^n; 
and, allhoLigh ihe film's narralive is lin^ 
car, the presen Ea I ion of the events has a 
dream-like qualiiy or; more preciscIvH 
that of a nighlrruire. What Leconte 
achieves through this styU.^aiuin is a call- 
ing inlD questii>n of the eunvemenl div - 
isions society uses lo distinguish 
between hunran esperierKri: objective/ 
subjective, norma L/ neurotic, gtKid/cvil. 
tn Leconte's viskm, there is a ccamph- 
eated mteractiun helween social impera- 
lives and an individual's needs and 
desires ^ an inleraclion I ha I IcikIs to 
eilher limits disHTri or desiroy ihe indi- 
viduutl- The htm dm manges the consra- 
dictmn that obsessive luve. while a pro- 
duel of the cullure, is also al odds with 
it and i Is dcrimtion of Ehc 'norma L" 
Mitmirur Hire is a highly dislurhing 
film which IS simuliJincously hruial and 
lendcf. Although the film isn't m Ihe 
least derivative, it suggests certain alfini- 
tics to the works of Hitehcmii: and 
BunucI and, particularly, Chabrol. 
Mftmirur //i>r, like ChabroTs f.r 
Born Her, is a poetic mveshgation into 
the dark reach^ of human eKislcnce. 

Les mllns Infidsles: 
Patriarchy and 
Photography 

by Janlr>e Marcheaaautt 

T he publicity still for L^i maii»\ 
m/n/r/o f Unfauh/ui Jean 
Beaudry and ETancois Bouvicr's 
second CdMjireclei.1 feature is most stnk- 
ing afler seeing ihe film. The phi^to- 
graph depicts a young man, clock under 
arm, peering nervously over his 
shoulder al ihe pages of a rvovel swept 
away into the nighi by wmd and snow . 
Ke IS framed hy a harsh brick wall. The 
image conjured up all the carefully cbo- 
icographed elements that make the film 
subtly unnerving. 

The man we see is Jean- Pierre and the 


clock he carries is essential to the film's 
complex iraJcGtory through a labyrinth 
of memory and imagina lionr The narra- 
hve premise for this eKpk)ratk>n k 
revealed to us over the opening credits: 
every morning for a period of a year at 
precisely eight o\Ji>ck, Jean Pierre will 
phoiograph ihe same street corner in 
^.me <]f Monireafs working class dk- 
tricts. fincept lor ihe scenic decor — a 
comer cafe, a tree and a bus slop — 
each photograph will carefully docu- 
ment the myriiid elements ihal make up 
Ehc banality of the cver>day- Jean- 
Pierre, we sot>n learn, is to deliver these 
phtnographs to his friend and collabor- 
ator Marc. Elased enlirely cm these 
fragnTcnts of everyday life, Marc k writ- 
ing a rtovel- 

Given ihe number of pNtnographs on 
the wall in Marc’s sludy, the collabora- 
tion has been underway for sometimtc. 
With wi;)rulerful etxmomy, ihe film's 
opening als<i reveals anoiher aspect of 
the collaboraiion: the mceimg ol 
memory and imagination is filkd with 
deception. After completing one of Ehe 
many photographs of the si reel, Jearv 
Picrrc leaves the corner only lo return. 
He enicrs the cafe and swifily changes 
the time I he ckitk that Ehat hangs in 
its window . Llnhenownst lo S^arc, Jean 
Pierre rearranges more than jusE Ehc 
lime. Gestures arc slaged, a mvfffrmHT 
homufl begins lo appear in every phon>- 
graph and finally ihe ck^ck disappears 
alHigelher. £n Marc's romantic universe, 
a w-iunank snee/ie connt>tcs an inlrcpid 
IliHxl of sorrow and the clock N disap- 
pearance t-s nothing less than ihc fickle 
passing of lime. Slowly Jean-Pierfe's 
etacimg mj.ic comes to dictate 

the narrative How that Marc believes to 
be inspired by life ilself. 

ITte opening premise could easily 
have fueled a screenplay filled wiih 
clever twists and semiotic charts. 
Instead, Bouvier and Beaudry cJicfCise a 
surpnsing rcsiraini when they direct ihe 
narrative toward the collaborators 
themselves, focussing on Ehe banal ily 
and ihe horror of ihnr everyday lives. 
The film's premise [hen, furtctions as a 
complex framing device Ibregnvunding 
the dubious pn^iect of documenting life 
'unawares/ Such a project can he seen 
to reflect the dominani cinematic 
approach m Quebec during Ihe ’Hk and 
^7l>s — a period lhat Michel floule has 
called The discovery of'^lk, the ordinary 
people.*' While the filmmakers are 
clearly critical of this tradition, ihey 
nevenhelcss uiili?c many of its salient 
fcalures: I be emphasis on place, the 
rendering o^f evenis m a mundane chro- 
nological order that favours Ehc epi- 


mkIu:, Ehe consiruclion and dcfinilion of 
characters in terms of their scicial and 
economic relations and finally, the 
grounding of events and characters in a 
quotidian ci>nteKl. So, though the film- 
makers emphasise the processes of 
imagi nation inherent in all 'faiihfuf 
dcpicimns, ihey never venture into the 
imaginary- tfieir narrative remains on 
all levels — conlradbcti^rily — bound to 
a realistic economy. 

The dialects of mcmi^ry and imagi- 
nation, ineTUntably tied to a material 
Wi>rld. no[ only frames the relationship 
between Jean-Pierre and Marc, it k ako 
played i>ut through ii. I^Tom ihe hegin^ 
ning the two men seem at sHkk with 
each olhcr. This k seen nirt only in 
terms of iheir respective mediums 
E images w. wordsL hut also, in a general 
way. through iheir very differeni per- 
sonalities: Jean Pierre is frenetic, perso 
nable and unreliable while Marc 
appears melancholic, remote and full of 
idealism. Their relalionships with 
women arc absolutely ceninil to these 
differenccii. Jcan-Fieitc seems lo be 
embarking on a passionale love affair 
with Julie, planning a life with her lhat 
mcludes children and moving lo ihe 
couniry. Marc, on the other hand, is m 
Ihe process of ending a long standing 
relationship with Pauline who is moving 
ouE of Iheir apaitmenl. Marc altempis 
to he the understanding lover giving 
Paul me Ehe freedom she desperately 
needs, Jean- Pierre wants to consume 
Julie as iine w-ould a morsel ol \ood^ 
telling her foivdly: '"J'tji fe gmir t/e mf. 
Yet while one relationship seems huill 
on future dreams and the olhcr on pa-st 
memoncii, Beaudry and Bouvier turn 
this around. Unable lo engage m a car- 
ing relationship with Julie {or wiih any 
woman). Jean- Pierre simply citchanges 
her for someone else: with each new 
wimian he w ill whisper I he same wi^rds 
of love {rendered meaningless through 
repet il ion |: "I want to have a chi Id with 
you.'' It IS soi^n clear that Jean- Pierre's 
dx year old son w ho visils on weekends 
musE have been corKeived with ihe same 
deceptive words. 

Jean-Fierrck mabilily to Eake resptm- 
sihihiy for his relationships with women 
IS mirrored in the way be cams hk liv- 
ing. While bfarc leaches writing at a 
nearby college am! k aclively involved 
in union struggles (he even attempis lo 
educate his students about these slrug- 
glcs), Jean- Pierre works as a freelance 
pholographer speciah;^ing in fikkJ dis- 
plays for expensive restaurants. While 
Marc insisis on ihe hislorical class 
struggle. Jean- Pierre has no sense <if his- 
Eory a-s he endlessly supplies Ehc capiial- 
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El appiarAlcE of boyr§tcois consumption 
— UK wilh (he wE^iocn he knem^s. his 
only interest is in mindless rrprodui;- 
lion. And it ts precisely Jean -Pierre's 
complicity wllh patriarchal capitalism 
that leads to bis own demise. Throujsh a 
Web cjf lies and dcccptkms he low his 
job, he is evicted from hk apanment, he 
becomes aliertaled from Marc and Juhe, 
bikI finally frorrt Laurenl. 

To the nim's grcai croJii ii is never 
rnoralit^m^. While it irLsjstK on ik nppu- 
sitions, they are nes'cr simply unilateraL 
Rather^ as the film unfolds, the oppose 
lions between Jean-Pierre and Marc are 
consianily idiihin^ — becoming! iii once 
more profiiundand more antbi^iioias. A 
struclured identification is set up with 
Jean'Pierrc who is portrayed with 
escepliorul sympiathy by Denis Bou^ 
chard. This idenlificalion becomes 
increasiniely difricult as Jean-Pierre 
breathes new life into the spectres of 
palnarchy. !knsitive to this dinicully, 
ihe filmmakers appear lo ynvettle <Hir 
comphdiy (a complicity which varies 
according to gender) when they shdi the 
pattern of identirication towards Marc. 
Over hatf'Way into [he the film, wc 
begin to see Jean-Picrre ihrough Marc's 
eyes: with a mixture of empathy and 
impatience. 

Marc's point of view however, proves 
lo be equally precarious. Where he 
appears to be the undcrslanding Icwer, 
he is rK>t: his genlle prodding — ihc way 
he initrrogaies Pauline's need Ibr scJuial 
freedom — masks a violence which is 
jusi as oppressive as Jcan-Pierrc^s mind- 
less engagement. This parallel is also 
evidcivced in his fantasy romance with 
the hsman in Jean-Pietre's 

photographs. In many ways, she embt^ 
dies the differenl terms through which 
both men relale to the reality of w<}mcn. 
Jean-Pierre, having befriended her al 
the bus stop, seduces her and then 
spends the last half of the film hiding 
from her because she has become preg' 
nant. Ignorant of ihis relationship and 
knowing her only ihrtiugh Jean- Pierre's 
photographs, Marc ci>nves centre his 
eniire r>Dvel around her minute gestures, 
idolizing a nd,^ finally, falling in love with 
her image. Marc is inordinalely jealous 
whert^ later in I he film, Jean-Piene con- 
fesses that he has been having an atlair 
wiih her and that she is pregnani. The 
infinitely exchangeable (women as 
commodities) and the sacred (women as 
untouchablel consiiEuie a familiar 
dichotomy wilhin patriarchiil cuhure — 
two sides of the same coin under capital- 
ism. 

Like Jean-Pierre, Marc's irtability lo 
handle the contradiciiorts of his reJa- 
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lionships with women (I heir sexuafi[y) 
parallels his political engagemcn[. 
Although strongly contmitted lo his 
labour union, Marc quits his g>h m a 
tantrum when a strike is usurped, lie 
locks himself away in his sludy, secure 
m the solitary knowledge that he ha.s 
principles In lieu of any colicclivc 
aclion which is always tainle^l by cort- 
iradiciion, he comes lo lavi^ur his own 
smug authority^ literally masturbating 
over the pages and the images of his 
unflnshed novel. Marc ami Jeaa-Ptcrrv 
Affir WJH mavni tft iagciHcc. 

Working lowards the complelion of 
their infamous projccl, hvilh men want 
to assert their subjectivity over the pro- 
found workings of life . . because both 

are unable to live U- Jean- Pierre hclieves 
[hat he can simply rearrange it a.s he 
likes, he is uncapable oi generating any 
Keeling for it lor its inhabitants). Mirc, 
on the other hand, has a great roman Etc 
kive of life but ortly al a distance anti 
only in mythtdogical terms — he has no 
desire to km>w where ihe street corner is 
located and no iveed to meei ihe enig- 
matic woman BvHh men Live in a care- 
fully conslniclcd wtjrld w hove glisicning 
surface never manages to touch ihem 
very‘ deeply . 

Their only link to reality, il would 
seem, is through Laurent. In an at tempi 
l£> help Jean- Pierre who Ls growing 
more desperate by the day (hiding from 
lovers, employers and biJk), Marc takes 
care of his child. As he does this, he 
begins to discover the possibilities o^ a 
mituring — maternal — relalitmship 
and. for the firsi time, we see his self- 
ngh Icons Eacade erack. Hut as Marc 
discovers his own ability to nurture. 


Jean-Pierre is increasingly aware of his 
own limilalions as a father lo Laurent. 

It IS clear ihroughnul ihe film I ha I 
Laurent idolizes his father, Imi Ealing his 
gestures, his lums tif phrase and his 
views of women. VeL Jean-Pierre, 
unahle to lOHik after himself, ls inept and 
impatient with Laurent. This is fir^lly 
actualized when, in a momeni of dis- 
iracled irrilalion, he hits his svin hard 
aeri>ss ihc fate. ITiis act moves beyond 
ihe realm of mere physical violence. 
Givert Jean-Pierre's uiler devasialion 
and remorse after hitting his win, we 
sense somelhing deeper at work. 
Through his own violence, he seems to 
grasp a more profound and hidden vk> 
Eence. A ^oiolence dictated by father/- 
son relations urxkr piilnarchy. by ihe 
mechanics of repression and sociah/a- 
lion, by ihe condiiioning of male behav- 
iour and by the normali/ing of 
aggression. 

There is a purposeful uikJ sad rcst>|vc 
Eo the day Jcian-Pierfe spends wiih hk 
son after Ehe incident When he con- 
sciou.sly kaves his carnera behind on a 
park bench before taking L.aurent home 
Eo his mother, we know ihis is iheir Last 
day E<igeiher. SiEting in the la^i E>utsidc 
Ehe house, Jcan-Ficrrc painstakingly 
pas.ses afi one O'f life's simple lessons: 
how to lace a shoe. 

I t IS ihe culmination of a vioIcnE self- 
realization (ihe only kind p^ilriarchy 
knows), ihji Indies Jean- Pierre to fum 
his aggression inward- And it is Marc 
who discovers his friend's ht^y swing- 
ing by ihe neck m an open window, one 
shoelace untied. The final discovery is 
sirikmg nol only because it is unc^- 
pecicd. bill because it is .so calmly reas- 
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sunng. The open window, ihc brigjit 
summtrV &^y, i!ic bmic ull poinl 
towards j new be^innici^L a h:|;innin|t 
thal is mjrkrd by the de^th ihc 
f-athcr who never le^imed lo ksve. Tha is 
why the pyhiicity ^xi\l for Lei mufitu 
— whiwh rcflcels the tlark wir- 
ier nKirnin^i that opens she film — 
embcHlies much meaning; it Ls visu- 
ally L>ppt>sed itj Ehe serenily of lhat 
fium] where Jean-Pierre Eakc% his own 
life. IJfililtc the father's death in Un ziM 
til ntiti which works to retkem him — 
ensure his proper pLice as pa inarch — 
the final suicide in 1^'^i muftnjs mfJiittrf 
signals I he end of a c\'cle of tern^r. 

iTic possibilities for this new begin- 
ning, I hough still unspiiken, arc inher- 
enl in I he Lise iniaj,Ts of Ehe film. 
F^rarrtcd m a long shot ihaE recalls Jean- 
Pierre'^?! photographs, we see Mart on 
the si reel eorirer. FFc is speaking ti^ the 
{no longer mystcriou^J wximan who, for 
many days has hcen looking for Marc. 
All hough we do not hear what ihey are 
saying, we know that the n>rriailtjt spell 
— imptiscd on the working ela.ss district 
and on the woman by a particular world 
view — has been shaEtered. The child 
she carries may have a chance ... if 
hislory does not repeat itself. 


Five Films at 
the Festival 

by Suean Morrieon 

A fter last year's film festival I had 
decided lo forego any fun her enpo- 
sure to the incredibly long line-up^, 
over-crowded mi>vie theatres, and frtLs- 
I rat mg film- watching cor>ditions {poor 
qualiiy projection, contmuous talking 
and frequeni dislracling walk-ouls| 
wbteh Toronto’s feslival goers have t<K> 
pa I lent ly pul up w ith . Fhmever, as the 
lime approached for ihi!; year's opening, 
[ reluctantly gave in, convirKed i>n the 
one hand by my fellow collective 
members that ii might he tnlerestingfor 
us to do short rev iew's of the films we see . 
and on the other, by the advance nuEice 
Ehat a new film by Chantal Akerman 
would be scrcerKd Conscqucnily, I pur- 
chased a limited 5 nckets, promising 
myself t would pre-seteci my films wuh 
exireme care, so lhat Ehe one himr pre- 
performance wait in liivf would hope- 
fully not be a wajitc of time. 


I never have figured out how so many 
people can get oil' work in i>rder lo 
all end I he daily daytime screenings^ my 
job prevenis me from even looking aE 
whai's playing beldre 4.,^ p.m. J onu- 
nalely, those films which msrst interested 
me were on eilher on the weekend or at 
aroundbo^kifk in the evening. Chanlal 
Akerman's ^ werr^ Aft .‘Vn-jr/e.i- was i he first 
film I saw, on the first Saturday of the 
festival. I wa.s qu Lie surprised I o discover 
lhat there was not an enormous line-up 
fi>r it, for my previous cstperienccs with 


Amtktn Smiu 

her films have been lhat Ehcy customarily 
driiw a large failhfulcrowd of followers. 
Thai coniingeni ap|>earcd to he mainly 
ahsem from ihe audience at the lilnrs 
first screening. I imagine the reasim was 
thal the film is not concertKd wiih her 
usual femi nisi I hemes, but deals with Ehe 
experiences of Jews, hoEh male and 
female, who entigrated to New York ai 
ihc hegiiirLing of ihis century, llie film's 
struclure reveals Akerman'ii nan- 
Iradilional approach to film- making, 
insofar as there is nol a sEory-line in Ehe 
cortventitmal sense of a narraove film. 
Vet Ihe film ls not a documentary either. 
The firsE part consists of episodic cki^e- 
ups of single individuals who talk 
d ircct I y I o a sial ionary ca mera, re veali ng 
Eti the film audience their most poignani 
individual histones with regards to the 
difficullies of coming to America, and 
adjusling lo a new way of life. Hut 
Akerman docs nol frermit the audience 
to pretend lhat ihe aclorsi are really the 
individuals whose stories are being told, 
for the tales are told in the pasi tense, as 
wilh grandparents, while the actors 
themseh'es are young and dressed in 
time less rather ihan historical e^isiume 


In addition, these confessions are punc- 
tuated by hurlesque-iypc routimes of 
'charaier' actors dtsing ancient and 
cliched * Jewish jokes' of the Bernsteir^- 
Goldberg variely. lowards ihe end of 
the film, both come togelher in an oui- 
ckx>F cafe-lyfK setting, where ihc acli^fs 
who portrayed Hie story-tellers now play 
dilTerent rotes, seated at lahles il lumi- 
nal cd by garlands of glowing lights. As 
with a Pina Hausch Wup|>erthal Dance- 
I heat re productiem. the characters group 
and re-group in a kind of Lontempiirary 


[>ance of Life I n fact, the L^verall siruc- 
Eure and mood of this film is very remin- 
i.scent of ihe German chtireographer's 
unique approach to (±ince pcrl'ormance, 
calling lo mind whal musi have been 
Akerman's conscious homage io Pma 
Hausch. T'tiUjjf { We jVtrir of several years 
agi> 

Robert Kramer's film fMe is a 
2^ minule quas<l^<icumi:ntary which 
purporu to folii>w ihc irasels <if a char- 
acter ideniified as *Dtic' as he makes his 
way alcmg the tlii highway Ri>ute Gne 
from ils northernmml beginnings in 
New f Hampshire |o its sc^uThem finish in 
riorida. Kramer, Ihe directc^r, serves a.s 
cmemalographer Uto. and m that capac- 
ity « plays an acting role in Ihe film for 
'Bob' I be cinema lographer is constantly 
uskitig quesiiims of Dlx;, abimi his his- 
tory, his reasons for returning fnsm 
abrs>ad to Ehe US, his molivaiions for 
continuing the trek simth, etc. At one 
poinl along the way, {around three hiMjrs 
into The film I, fXx-, who appears to he a 
political drop-out from the Reagan 
years, decides that he has to commit 
himself to a stxially useful life, and 
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chooses lo givF up hts wandcnng^ in 
ctrdtT iDscllle in a community that nccdv 
his trcdical skilU. Wbal huppcns filmi- 
cally, is thai the lead actnr drops out of 
ihc film, hm ihe film dt>esn't end, for 
'Bob’, i-c. I he diredof/dnemalogra- 
pher/eamera^ takes up I he slack by cem- 
tinuing the voyage iimuiti, himself- tn 
other words, ihc viewer is ptesently made 
awdreoflhe fad thal the camera, also an 
is now\ the "only aclor. This is a 11 
quite strange and requires a certain 
amount of rc-adjustmcnt on the pan of 
I he viewer. However^ w hen the 'camera' 
finally arrives al the end of Route one, in 
scaithem Florkla. Doc si>mehow re- 
enters the film^ once again becoming a 
kirbd of focus for the adiviiy urHucreen. 
This film lakes a kn of risks, friwn its 
inordinaie length to its seemingly non- 
acting actors, |o its continuous rc- 
focusing of characters and events. Whik; 
it doesn't always succeed, ii is nrs'erthe- 
less, an interesting attempt al combining 
a loving look at the American counlry- 
skle IgorgecHis panoramic views of I he 
landscape) arv! small town idiosyncra- 
sieip with some pretty ugly dissections of 
innercity emplir>c?Ls and despair, all the 
while maintaining a relatively positive 
and optimistic view- of the possibilily ol 
redemption through izommilnvenl to 
social change. 

Giuseppe Bertolucci's rn Cor.w 

fLow in Progress) and Sam Fulkr's 
5lrefr of Xo fietwrrj were ihe only narra- 
tive filmsihai I saw'^ the first im a friend's 
recommendatjon^ and the second out of 
toyally lo f-ulkr's '50s films. Amore tn 
Carso was mildly disappointing. I sup- 
pose it's noi fair lo judge a country's 
films against past glories, but as a film 
goer whtHe teeth wrere cut in the 'bOs on 
the works of Fellini, Antonioni, Passio- 
lini and, later, Bernardo ienolucci, Giu- 
seppe's brother, I no longer k>ok to Italy 
for vanguard, lei alone avanigarde 
filmmaking, Carso is about two 

schoolgirls of very difTerent appearance 
and character: one. dreamy and frivo- 
lous, and the other, serious and lough- 
mindcd. They have come Tts I he former's 
country villa a weekend vacation, 
Dsien.sibly to siudy for an exam, bui in 
faci, the firsi girl has invited a boy, 
Cesare. with whom she is in love. Mis 
delayed appearance provkks an oppor- 
lunily for ihe guest lo inform her hostess 
I hat she, ttw, is m love with Cesarc. 
When a ihird girl. Dartiella — a marvxl- 
lously depict^ 'daughter of nouveau 
riche Italy" — arrives al ihe villa to wait 
for Cesarc too, they find out ncil only 
that she is engaged to Cesare^ hut that 
she IS aUtJ pregnant with his child. So 
much for I heir individuaL roman lie fan- 


lasicii. This recognition of the reality of 
the siluation creates a bonding between 
them, which strongly suggests a devck 
openenl into a ksbian relationship, 
although it is never directly presenled on 
screen as such. When Cesare finally does 
show- up at the end of the film., the two 
girls standing outside I he villa in ihe 
dark, watch him bang on the doofcallmg 
oul lo ihcm, but neither chooses to 
respond. So, unlike Godsil. Cesarc does 
arrive, only lo be re pec led by those wait- 
ing for him. The ceniral metaphor tif the 
film is a toad/( prince I that the girls find 
and nickname in reference to the 
same score Uuh pH on a Hove lest' in a 
wumati^s magazine. By the end of ihe 
film/^^ has been Rattened by Danklla 
driving away in her car. 

I don't really want to say much about 
Ful k r'li Sirerf afi\'a out of defer- 

ence to past memories. A Ponuguese co- 
production supposedly set in the UK but 
most obviously using non^English 
speaking aclorT^, ihe films wa-v hardly 
watchable I hanks to incredibly inept 
dubbing, hut also in addition^ the 
rcspiinse of a ma|orily of the audience 
who laughed their way through ihe ftlm. 
There is a ocrlain kind of movie-go^ng 
audience lhal considers itscll to be 'of a 
superior s<^^^and ihinki nothing of aud- 
ibly deriding a film that olher more 
humble types might be frying lo watch 
with whatever degree of wriouAnesA they 
can muslcr. I've oflen wvondered why 
such sophisiicaled pctJple bother going 
lo films lhal they know ahead of time, 
Will he Hawed. Nonetheless, I here Wfts 
something mcfiably creepy abtiut Ihi.s 
film, with ils beautifully studied cinema- 
lographic cBccis counlered by the gra- 
tuitous violence I ihe opening shoi is an 
estireme ckvse-up of a black man's face, 
which W'lt bin seconds is smashed by a fisi 
coming m from ihe righi), the artificial 
quality of ihe acling including and espe- 
cially ihe lead. Keith Carradine which 
was only heightened by ihe ludicrous 
dubbings and the Ralncss and predicta- 
bihly of the storyline. I kept thinking ot 
Norma Desmond in Sumtt SfHi^^*%' 1 lri^ 
preparing for her la.sl 'pertornuintx:/ 

Two years ago at ihe Festival, I saw a 
dcKumenlary film called My Lifr far 
ZuraH l.eanthrr by the West f German 
director Christian Bbekw-tw^, which 
greally impressed me. In the film* 
BIackWiH>d combined a sort of slar bk>- 
graphy of Zarah Lcander, an actress 
sonvewhal reminiscent of Marknc l^ie- 
tnch, whose career was nuidc during the 
Nazi pcritid, with penwrnal histories of a 
tolally devotee) fan of hers, a man whose 
life had intertwined with hers because of 
his fanatic involvement wiih her 'as star,' 


and a female impersonator who had 
made hiscarecr in Germany by pkiying/- 
being Zarah Leandcr. While the possibil- 
iiy of slipping inio preseniing these two 
men as bifarre and grotesque figures was 
ornni present, Blackwood nesxr allowed 
lhal lo occur, but mainlalncd at all times 
a humane and understanding allitudc 
low-ards ihem. There are few direclors 
who even try lo effecl this kind of 
appriiach to eccenlricily: most Ameri- 
cans. a I any rate, seem to forcgruund Ihe 
^otherness* as target for derision and bel- 
ittling. One outsianding exception to 
ihis. fot me, is Jotiaihan Demme, espe- 
cially in his earlier films like Handfe BUft 
Carr (Cnizm^s fkind} and and 

This combinalion of humanitarian 
warmih wiih inierest in the eccentric also 
infoirms Black wtXKi's new film, Matrf 
Tius film is Blackwood's homage to 
American pH>pular culture, espeically the 
'roadside' variety as seen from a moving 
car travelling across the t mainly soulh- 
w-estcml United Slates. While ihc coiv 
ventU^nal travelling shells of neon motel 
signs and idiosyncraclic mol cl architec- 
ture are employed in (he film for conti- 
nuity , .l^fore/ does focus on three specific 
sites. The fioit i* the Silver Saddle mold 
in Same Fe, run by ihree sirong and 
independent women who tell their his- 
tones and experiences to the 'camera' m 
a very natural and unforced way. The 
second 'stop' is at the Blue Misl motel in 
Florence, Kansa.s. a motel wtK>se prox- 
imity to ihe stale penitentiary guarar^tces 
It a steady clientele of prisoners' wives 
coming lo visit iheir hu.vbands. We 
walch them amvirlgai Ihe molel. sell ling 
in, and getting rrady tor their visits, all 
the while responding lo Blatkwiicid's 
queries about their relalionships wiih 
their men. Three women in particular are 
centred out. One, a fornter guard ai the 
penitentiary, broke the unw ritlen c<ides 
by fall mg in love with and marTving one 
of the convicts. She speaks very directly 
about the altitude of guards to I heir pri- 
soners* and especially about the cultiva- 
tion of hale on a daily basis. We learn 
that Since leav ing her job, she hasenlercd 
a university program me ar>d is writing a 
book on the pristm system. The secimd 
woman, of app^ircntly upper nihidle 
class background. relWls with great 
charm and humour on her present situa- 
tion. and ihe fact lhal she has marrkd a 
man who is a fraud anisl. Nevenhekss. 
&he does not regret her dccLsion, and 
offers some thoughts absiui the unwar- 
ranled amount of time he must spend m 
pnvon in relaticm lo the terms for those 
cemvicted of violent crimes. The third 
inlerviewee is a wc^man in her fifties who 
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developed a -corre^pCNiidcntx wiih one of 
I he inmalc^ whkh turned iniu a love 
relatioOi^bip and consequent 
even thciujsh he is much younger than 
her. [n fact, at Tir^t. one assumes ihai it 
her son thal she is gihng lo visit. She 
mu^cs about the difTerence in years, and 
hc>\h he likes her to wear her hair long 
even E hough she doesn't think it fntitig 
for a woman of her age. 

The Iasi slop is the Death Valley 
Hotel, an upgraded nuuei in a ghosi 
iown which has no clientele. It is run by 
Marta Hcckel, a fornvr prima hallerirta 
now in her later years, who wiih her 
former hushand Ixiught the hole! as a 
bcJiTie. In additiiHi, they also purchased 
air abandoned E heal re nearby, and fised 
it up as a pris^ale performance hall for 
her. On the inside walls of the “Amar- 
gosa Opera Htnisc", Beckel spenl many 
months painting a WTa|>-amund caplive 
audience with characters drawn from 
fairy talcs and legends — Siegfried, gyp 
sics, a King and Queen, etc. Surprisingly 
enough p the artwork is of except Lonat 
quality. A\ she guides us through Ehe 
hotel and theatre wc learn her hislory of 
domineering mother fotlowed by domi' 
peering husband, her eveniuaE libera lion 
achieved when the husbaruj ran off wuh 
her best friend^ thereby forcing her to 
lake conlroJ over her own life. Wiegen, 
the man with whom she now lives, shares 
her dreams arsd her performances with 
great pleasure and enpjyment. Ftir ihe 
last few years, the public has been inviled 
m to Ihe thealrc, so lhal ihe pa in led 
audience is reinforced with a live one. 

Blackwmxl was present at the screen- 
ing, and afterwards. itKlK;^tetl lhal he 
had spent hours lalkmg to the people he 
was going to interi icw before lumingon 
the camera. "Hu.^ explained how he man- 
aged to obtain such non-arti Tidal per- 
formances from his inters lewees. but it 


also underlined the importance he pbeed 
on eslablishing a gotid relationship wiih 
thetTi lliroughout all of the interview’s, 
there is an imnsediate temptation on the 
pan of ihe spectator to look on these 
people as freaks, forwhal I hey talk about 
is so fpr from conventional everyday 
experience ihal it is easier lo calegori^e 
them as such ihan to try to come to terms 
With them. But je is Black wimkI's care for 
his inlerviewees informed and expressed 
by his cnntr^^l of the documenlary for- 
mat EhaE rduses to encourage this peti- 
tion. He shows us their ordinariness and 
their extrai>rdinannes.s at the same time- 
opening us up to the recognition of 
human polenlial for tolerance ar>d lali- 
liidc. I', sen in I he rrKisl extreme Enslances, 
such as when the aged Marla in her long 
filmy ballet gown dances ih rough the 
unTmished corridors itT Ihe holel. one ls 
always confr-i>nted by the realisation I hat 
this is a real pers^^n, wiih real hopes ar>d 
dreams and aspirations just like eve- 
ryone else- Yes. stime people in [he 
audience did laugh ai her. just a.s they 
laughed al ihe others, hut rH>t because 
Blackwood asked for this kind of 
reaction. 


New Rims by 

MacGillivray and Hou 


by Robin Wood 

I n the Iasi issue of CmeACTiOi\* I 
ended an article declaring that my 
two favourite films of the Iasi five 


years were William MacGillivray's Li/e 
and Hou Hsiao Hsien's 
ttr o/ ihe Site. Both directors had new 
films in this year's Toronto festival, and 
it seems appropriate that I comment on 
these. The commcniary will be brief and 
lentative: a festival is not a conlexi con- 
ducive to fully pondered and responsi- 
ble judgement. [ did, however^ manage 
lo see both films twice, and in each case 
ihe second viewing confirmed and 
strengthened my imial resp^mse- 

Who is Bill MacGillivray? 

I musi confess, sadly, lhal ] found 
MacCtillivray^s 7~he Lot not 

merely a disappointment but a disillu- 
sionment; ] mean by ihaE lhal it is not 
simply inferior lo Life Ciasse^s (by ary 
crileria). hoi lhal it appears to negate 
much of what Life Chaei achieved, ll 
calk into question the nature, and the 
sincerity, of the commit ment lo femi- 
nism that seemed to me lo inform and 
motivate fJfe C7ff.tve.t iwefe lhal film's 
"conceptual underpinnings' after all of 
so little consequence to MacGillivray?}. 
I find il difficull lo explain to myself 
how the same man can have gone on 
from I he earlier film lo make the later 
{though in certain ways that J shah dis- 
cuss the two are consistent). 

There is a more superficial problem 
with The yacafti Loi that may as well be 
got oul of Ihe way first: MacGillivray 
here has simply not had such gocMJ luck 
— or good Judgemeni — with his 
dctors. Though by ihe standards by 
which these things are commonly 
,udgcd (pfedominafilly those of the pn>- 
fessional polish associated with Holly- 
ivood). the performances of Jacinta 
Cormier and Leon Dubinsky in Life 
Chile s may appear aE limes slightly 
awkward and tcnialivc, f would not 
charige a mtimenl of them: ihe actors' 
presences are so strong, and they convey 
so completely ihe impression of belong- 
ing lo their roles, lhal conventional 
KHichslones become iTTclcvant- In The 
P'm'iitti /.or, on the other hand. 1 rudj 
Peterson, though she looks angehc arbd 
IS evidenlly directed and photographed 
cwv amorey has neilher the prescrKC, the 
ability nor the cxpcnence to carry the 
film lo which she IS unfonunatcly cen- 
tral. T he male lead, f *rant Fullerton, is 
adequate without being interesting. ITie 
rendering of ihe other crucial character^ 
Pain, the organizer and star performer 
of the 'Vacant Lot' rock group, is 
frankly amaieunsh and very gratmg. I 
sense lhal this last is MacGillivray's 
fault: it is obvious that he lavished a lot 
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of cATt and allcniion Petem>fi., if to 
littk avjkl, hiji ht% manirrsi animus 
lowjrds ihc charai:tcr sccms^ in ihc tAsr 
of Pam. to have rrsultnl in his j.skmg 
nothing (rnra ihc performer besidft a 
display of relent tess ^hrillfies.s, dev isid of 
nuance or compIcMiy. 

I want HrM lo salvage what I on frnm 
ihc wreckage: The Vacani i.*>f is eer- 
lainly not withoul inleresi lils 3ast 15 
minuti^ jieeni to me to rise to a level well 
□htive the rest of the tllm), and its rela- 
tion to i ifr i'/djiies is nol c delusively 
one of nejiuilion. Or, lo be more preeise, 
nn certain limited ways die nej^tion 
wdirks as dialect ic. For a slan, the film, 
like i f/f Ctasies^ is abtiul a woman an 
the process of hreakitig with the envir- 
onment in whkh she grew up and seek- 
ing to deFine herself ft he difference is 
that the Him linally dellnes her in rela- 
linn to a male and in opposiiion lo a 
fetfumety aulonomy-sceking female). 
Here, however^ m strong conlra- 
distinclicm lo Ihe emphasis in Life 
Clofsej (^n Ihe preservation of the 
female line, Trudi is aimpella.3 lo rejecl 
hath parcnls (while acceplinp a 
repLacemcnl falbcr/lover): the break 
with the pasi, with ihe cullural traditkm 
wilhin whkh she has grown up, is cc^m- 
plele, and this break is paralleled hy the 
male protagcmisl's dtMrovery that hii 
father-figures arc no longer available lo 
him. Hence ihe far bleaker ending: in 
Ljfe OflSJf.r the ctmtinuing commitment 
lo cenain seleeled ckmenls of ihe past 
(together with a burning of the brush- 
wood that obstructs the view over the 
water) offered Mary Cameron a mea- 
sure of cmo>tLonal security, an anchor; ii 
was not incompatible with the generous 
acceptance of a conlinamg relationship 
with father and lover (if not exactly the 
relationship cilher might want). In The 
Ffir^irr Lift the only remaining optitm is 
flight to another country and the final 
desolate image of the ahandonred car 
amid ihc srKiw. Thai final image refers 
us back to ihe lllm's title: ihe 'vacant 
lot^ b rKrt only ihe name of a female 
Tt'K'k group, il IS also Nova Scotia and. 
by extension, Canada- In ij/e Ctaises il 
was sufficient ftif Mary* Cameron to 
move to Halifax, retaining her Cape 
Pren^n *anchi>r': here, the coupk fly ofi 
lo Los Angeles. MacGillivray's rejection 
of ^Canadian pasioraF appears to be 
complele and irreversible, and one 
wonders where he will go from there, 
He can hardly go on making movies 
about Ihe necessily for leaving behind a 
bankrupt cultural I radii Ion, 

Reriecling on its Last 1 5 minutes and 
the sensitivity with which they arc real- 
ized — a sen.Mtivtly largely ahseni from 


Th$ L9t 

everyihing that goes before — I can 
gfiPpe my way li> a perception I ha I ihe 
raw material of the film have been 
transmuted into a ruimg compank>n- 
piece to Life CAuvn part-complemenl, 
pan-ant ilhesis. the transmulalion that 
aclually lakes place is quite olher: ihe 
narrative becomes dominated by the 
male mjddife crisis and its compensa- 
tory and reassuring Ismasy. I have an 
uneasy feeling lhal the man-in-mid-lifc- 
crisis is ci rrently replacing ihe 
tonfuscd-yi>ung-man'who-docsn't- 
ki'h>w -where- he Vgoing as the Canadian 
cinema's archetypal prolagonisi; the 
syndrome proliferates ih rough ih^hrte 
of the Amenian Lmpfre,, and is ihe 
explicit subject of Jacques L.educ's Tfm\ 
Pummes d (oie Ju ^ommetl (also 
screened in the loronlo festival?- Thi-S is 
ncJt. of Ciiurse, to assert I hill mid-life cn- 
ses (any more ihan young rtienfs contu- 
sions) are not a kgiumate subjccl for a 
lilni — ' provulcd the lopic can be treated 
with a certain critical dislance ami MHZial 
pcn^peCEive, and not merely Used (as has 
usually been the case, in <^'anadian as in 
American cinema) as a pretext for male 
self-indulgence at the expense t>i 
women. Such is the case with The 
I deufii Ltn. 

ITiere is a key scene m the film. Palli'^s 
rock group needs a lead guitarist; 
I hough on principle all-women, and 
femmisi. ihey lake on David/l ulkr- 
Ion- There is a certain sense of mutual 
advantage; they are inexperienced, 
inexpert, icchnically primitive, hut 
attuned lo the contenipi>rar> scerte; he is 
a has-hcen who Itwks hack ntistalgically 
to his days with a group who liave left 
him behind, transforming themselves 
and changing I heir name, hut he is lech- 


nically proficient, a professional. The 
group is hired lo play a gig in a club. 
During ihe |>erformance, f>avid increase 
ingly seisres the limelighi, taking over the 
show, upsiagmg Hatti. His hchavinur 
liHiks, in fad, embarrassing in the 
extreme (such is ihe film's failure of real- 
i/atam): a middic-aged man making a 
fool o\ himself, aping the mantiensms of 
a teenager- Hut apparenlly we are nol 
cxpcCicd to see il hkc this: he earns the 
applause of the audknee al the expeiise 
iif Pain, whixse reaclnm moves Irom 
discomfiture lo rage — a reaction lhal 
appears totally lustified. hut which we 
are apparently expected lo find unreas^ 
unable. The sequence culminates hack- 
stage, wilh a discussion of Pam behind 
her back in which one ot her lemale 
fellt>w-pcrttjrmers (all of whom have 
been complete I y reliani on her) des- 
cribes her as a 'btlch.'' 

Dl course, as presemed in the film, 
lhal is what she is. She is also ( arKi this 
seems very much ihe p^uni) a lesbian: in 
(ad the terms 'bitch' and "lesbian" cx^nvc 
isjseem vinually inlerchangeabk. She is 
again, fan issue the (iliii consist- 
ently refuses (o confri^nt) the founder, 
organizer and leader of the gnnip, wuh- 
oul whom il would never even have 
come into being; it is clear ihai neilhcr 
the angclk and rion-aggrevsivc frudi 
(wh^rse greatest virtue is ihai she prscs 
no threat to men) nor the olher wimicn 
in the gnoup would ever have been cap- 
able of Patti's inilialivc. Moving as il 
does inwards ihc conscription of 
another woman to clinch ihe put-down 
of ihc aclive and energetic wontan who 
IS fighting lor, and lo Si>me tlcgfce 
achieving, autonomy anti Irirdoni trom 
male control, this seems lo me among 
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ibc rrwwi ii^jlcnsivc scenes I ha%'c wil- 
nesM.^dl in the tincmii since Offker 
iimi tj (ii'nth-'tHu/t. Ii is ihlTt- 

cuJt totlisureouE how I he Liuihur ci| 
r/frurr would ju^titv il, thoiJj>h ihere 
may K- a cUic in ihc earlier Hlm's appar- 
eri anlipaihy m atM^rliun as a s^dulion 
to umwanterd and uninEenided preg- 
nancy, and ihc way Ihis connects wnh 
the new film's animus inwards t^btans: 
one coaid cHlraci si>me such confused 
stale nienl as. Yes. ti\ worHJerfid for 
women lo move towards autonomy and 
self-determination, deciding their own 
desiinics, so lon^ as I hey are helerose^- 
ual and wan I to bear children 

And, Thi' P iii ffni Lm seems ut add. 
luriii; as Ihcy conceive Ihcir desEiny as 
that of cons<i|jn}! middle^a^cd male fail- 
ures nhoo|>h that is an implication 
tolaJly at sHJds with anvlhmg in IJ/e 
CiiuiFfsl In retrospecl, I he whole li]m 
seems E<t mos-e lo wards ihe moment 
where 7 rudi al last bares her breasis 
and offers herself lo Dav id in an archc- 
lypa] Oedipal bargain: as he has 
replaced her I'aihcr, she will tn turn 
become his mother (she telU him lhal 
shr Will lake care of him. in what ihe 
fiJni seems lo wish to oPer as a feminist 
stalemenl). The esscniiaJ project is 
lighth' disguised under cover of an 
'equalizing' relalionship (he learns from 
her, she Icams from hm . . What 
gives (he whole thing away is Tnjdi's 
vacuity: she is, unlike the supremely 
inconvemeni Patti, quilc simply a maJc 
fantasy figure, wUhimi complc3tiE> and 
With mii real autonomy as a character, 
there in ihc film to comfort and reassure 
the po«if beached whale (more of a lad- 
pofcn actually) as rlwnhcr* angel and 
daughter. Complexity, indeed, is what 
the film conspicuous] y lacks: ihe com- 
pletiiy I found (and still find) in Li/f 
C/tfSiejj. of which I wrote that rk^thing m 
the film is Simple. Jn FAr' f /.wr, 
fs-ervrArnj? is. 

I want to make it clear ihat I do not 
see I his reading of The yaemrt l.jni as 
invalidating my reading of Tifi f Vtf.vri'T: 
my admiration for ihe earlier film is not 
»ri<iusly atfecled. I( was a sacred tend 
of auteur theory in its early days lhal 
one had lo m a filmmaker's wi^irk m iis 
enlireiy, and read each film siricily in 
relalion to a defined authorial personal- 
ity. For a long lime now I have been 
more inicrested m films ihan in authors. 
This is ni>t by any means lo Jeiaeh the 
aulhor from the film or negale his pres- 
ence. Ii is rather lo assert, once again, 
ihat a greal film is the product nol of a 
single mind or pcnkmaiily but a confiu- 
erne of factors {of which lhal mind or 
personality may well be ihe mtisi impor- 


lanl, bul still not operating in a 
vacuum). The days when one felt com- 
pelled lo ]ove ntry film by Alfred 
Hitchcock or Howard Haw ksaresurcly 
long passed. I am slightly troubled rvow- 
ihat I dislinguLshed MacCiiflivray as a 
‘great arliM,' which crediE^i him wilh an 
intellcclaal and idcidi»gical control over 
his material that I txu longer see him as 
possicvsing: I slill regard LifeCifi.urs as a 
great filmn and it is obviously hn, 
obviously a personal work — il could 
nol have been made by anyoiK else. lE 
seems, however, that I stand alone in 
this estimate; among C mrACTIOSf 
conlributors, Andrew Hniton delesis 
ihe film and R ichard Lippe regards it as 
'an academic exercise.' 

Ml8e-efHBC6na Is 
ANve and Well 
arYd Living In Taiwan 

I I ou l-ZsiaL>-HsMn has now been 'dih- 
pf covered' in the West so many limes 
I I (mi»M inlluenEially, perhaps, in the 
pages of Ihe IVZ/nsre Iwre) lhal ii is 
somewhat surprising lhal his films have 
had so ill lie distribulion outside ihc fes- 
tival circuLl. Prims of qf tfjf 

,AV/f and ,Vu witter nr Gramipti'i apjvar 
to be available, as btub have been 
shown in single screenings ,it repertory 
theatres in Toronioi but none of his 
films seems, so far, io have been 
honoured wiEh a "run" in North Amer- 
ica. Sow Ehat CiJi' of Sathe Si has won 
Ihe Ei>p award at Venice perhaps this 
situation will he reciificd: i hough rw>t 
w'iEhoul their diiriculiies for western 
audiences, the tilms are accessible, 
[hemalically engaging, stylislkcally 
exiraordinary. intense I y movingn and 
obviously the pri>ducl u( a fine sensibil- 
ity and distinguished inielligence. 

The reasons h>r ihe relueiance dis- 
lnbutoi>. theaEre managers and audierv- 
Cibi to lake Ehe plunge may be quite sim- 
ple: as simple as. for civampic, the 
dillicully of renieitihcfing. spelling and 
pronouncing the direeli^r's name. For 
Ehe record, [>avid Overbey. EheldronEo 
testival's resideni expert on Asian 
cinema, renders n as, rough lyv "Ho 
Shiow -Shicn": and "Ho' cs the surname, 
which surely simplifies considerably ihe 
problem ofidentificat km. Beyond this is 
a more general rcsistanor lo Asian 
cinema, simply because there is sud- 
denly Mj much u1 iE and reliable maps 
arc not available, t he 1 oronlo fesEival's 
massive rclrmpcctive a lew years hack 
was obv iously ol greal value a.s pioneer 
work, bul its service lo a filmmaker of 
Hou's disimcEion is nol entirely pi»si- 
tivc; laced wiEh a bewildering prolifera- 


lion of unfamiliar nanves and tides, with 
every film dulifully lauded in ihe cala- 
kigue, what dors Ehe poor frstival-gocf 
do'.* See everything, which would entail 
missing virtually every non- Asian film 
in the festival? Try a random sampling, 
knowing bt>w hil-and-miss ihc results 
will be? Or avoid ihe retrospective alb*- 
gtiher and concern rate on lerrilory in 
which ihcre arc al least familiar land^ 
marks and names lhal one has heard oP 
Coward lhal I am, I oplcd for the ihird 
alternative, and so didn'i discover Hou 
until after everyone else. I went lo 
Diiuffhicr of the Mile Iasi year because 
David Overbey declared in the feslival 
catalogue lhal Hou isthegreatc^it living 
filmmaker. J have not always shared 
Mr. Overbey's enlhusiai^ims in the past, 
and ] went in a spirit of extreme scepti- 
cism. Within five minules 1 sensed lhal I 
Was in the presence of ihc work of a 
major ani.sl. The remainder of the film 
fully confirmed this imprcssit>n, and it 
has since been reconfirmed by the ear- 
lier Vwmwcv oi fimntfpo'i and the most 
receni Cky of Smim'.'i'i. 

Vet [ feel lilTk confidence in writing 
ahivut Hi!iu's films; I regard everything I 
write as tentative and prtivisioital, hui 
this more so I ban usual. My knowledge 
of Taiwanese history and Taiwanese 
culiure could charilably be described as 
minimal; I alwj know nesl lo nolhing 
atkpui Ihe mmi'iJiaii- coniesvi wiihin 
which Hou works. Taiwanese cinema. 
Two olher Taiwanese films were 
screened in ihls year's festivalH and I 
went (o hiqh. I walked out of Peter 
Wang\ Tim l)mt a fief half-an-hour: il 
was nol necessarily a dreadful movie, 
but 1 was not in Ehe for John- 

F)ughes-w'iih-subtilles (and without 
Molly Rmgw-ald — ilefmrteh' wiEhout 
Molly Ringwald: the film appeared 
exclusively male-centred (. Anyway 
Wang (before (he screening) mlurmed 
us That he is 'as yankec as anyone? and 
this is ihe tinly film he has made in Tai- 
wan: Il can hardly he taken lo represenl 
thal country's cinema. Vu Wei-Ven's 
of Three Torexrr is am^ther matter. 
I am convinced by [^avid Overbey *s 
assertion {in the festival catalogue) that 
*. ... the major ihrus! of the film is not 
p4i lineal, but emotional . . (Anyway, 
what exactly does such an opposLition 
ririW.’ Is polifics st^mehow insulaled 
from cnio(ion? Hasn'( the Woirvcn's 
niovemcni made us aware lha( 'the per- 
sonal ts piditicar'). live filTii (akes up 
the political hislory of laiwan from 
roughly the point where C fiy So Jrteis 

breaks olT. and dramalizes its progress 
through the dcvek>prr>cnl of ihc charac- 
lets, their attitudes, their shifting rela- 
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In ihc lnH 

bkciik af Ciiy of SikMi^yi {like which, 
iNough chronicling a much longer 
pcri^Kl. it moves from premalUre juhi]d- 
Uoft into progressive disilluMoiiiiwniK it 
IS Vii's firsl ftaiurr rilm, and an 
eKlremcly impressive and assured dehiit. 

Kou, however, is somclhing ebe 
again: one i>f ihc only living filmmakers 
in the world who has evolved a piersonal 
style Cflwr a set of lies or mannerisms} 
lhat embodies an aulhcnlk persiinal 
vision. Bul I muM be careto] with that 
icrm: in the prursenl crilical elimale,^ 


C//y d^Hl^wxs 

almi>st anyone tan he credited wilh a 
'perssinal vision^’ from Cronenberg and 
Lynch lo John Mughpes, and il then 
lakes only a subtle lermintilogLca] shitt 
for the first two of ihese to become 
^visionaries.' H<hj is ntil in I he leasi a 
'visionary/ in ibe sense in which I 
undersland the term. Whal I have in 
mind here might be heller called a *way 
of seeing," or of 'regarding': ll applies 
more to sivk ihan lo conlenl {in lar 
as the two tan be dislmguishedL Hou''s 
nvovies are cenainly nol mlucible lo 
acsihelit cs^ercises Iw-hich is what a 
prerKcupatkon wiih defining a visual 
siyle IS often reduced lo): as muth as 
Ozu or Mizoguthi. he is concerned to 
explore and illuminalc his chosen 
subiect-malter. but he can ec|iiiilly never 
be reduced to a sel of ibemcs (the 
expression of disgu.st wilh human sc^u- 
alily. Of the misguided belief in Ehe ctti- 
cacy or inlcresi of vuppk seenage rebel- 
lion: I he S4irl ol thing mosl of these 


'personal visions^ amoiini to). He 
belongs, in sNnt. in l he company of ihe 
twodiretiijrs his work mosiconsislenlly 
evokes. 

I have always regarded <J/u and 
MiJi>guchi as polar oppi^ites wilh in 
classical lapaneMf cinema: stasis v's. 
m^wemenl, ihe closed square s^s. mier- 
seeimg diag^mals, clarity s's. chiaros' 
euro, ihe cut vs, ihe dissolve, absence of 
kHJch vs. ofien siolenl physical contacl. 
To an c^ienl. Hixi's style mighi he seen 
as the recorKilialion of Mt/nguchi and 
Ozu. The suggestion leads one to relleet 


lhal "siyle‘ {when it is more than a set of 
mannerisms) is ahtwe all the testimony 
to a spiritual dirrwnsiorL and nol tied lo 
specific techniques: of the Hou films I 
have seen. Summer ul (jVfrnd/v'r is the 
most O/uesque. yet the cafliera moves 
far more frequently ihan in C ilr of Sad- 
flejj (which mH.>re strongly evokes Mizo- 
guchil. Hou claims that when he made 
AWjTTfficr ar he had never seen 

an Ozu film. I believe him: his films d^> 
mu sinke me as in the least 'derivative' 
— given the usually pegirative connota- 
tions of the lerm — and one is lalking 
more of aflinities ihan influences, kasl 
of ail imilations. 

Hou's films draw allenliim. hs>wever 
inadvertently, to whal and Mi?tv 
guehi have in common: an inMstence 
upon a contemplative disiance 
{achieved by absolutely differeru. Lar- 
gely opportune technical means), a det- 
achment fri>m the characters (hat is by 
no means ineompatibk with an intense 


sympathy for them. In many shots in 
dry of SoiheiJ the camera remains 
a>mpletely static, as in O/u. Yet instead 
of the O/li fnid-shol, we have the Muo- 
guehi king shot, and in place tif Ozu's 
lendervcy to ihe ?dill ptanrait (one or two 
characters firmly ti:nired in a frame 
whose edges ate rarely broken) we have 
cortstani movemeni wiihin. out of and 
beyond the frame: the sense of off^Teen 
space, of a 'rcalily' existing oulwde the 
Cimflncs of the image, is as strong in 
Hou as in Mi/oguchi (or Renoir). This 
genera les a constant tension between 
stasis and rnovement, ihe tonlemplalive 
and (he dynamic, that is unique, 
extreme ty powerful, and marvelously 
realized. 

I iou has insisted that his films do not 
make political slalemcnls, that he has a 
dread of producing 'propaganda." Thi> 
IS accurate, ar>d no^t in tine lea^t disin- 
genuous: it does not contradict the fact 
that the fi]m.s embody a clear I if i^tten 
compkJi) political b^ath in the 

arena of sexual {or gender) politics and 
of national {and intematbnal) pidillc?^. 
The aging piilriarch of SHnrmcr 
(iraruipu i IS consislcnliy wrong in his 
perceptions and conclusions^ the central 
consciousness becomes that of a small 
girl who understands what he can't 
understand- Ihe central ihcsis tif CifV p/ 
Soifnejfy is that the Japanese iiccupalion 
of I'aiwaii was icrrible, but (he C’hinese 
Nalinnahsl takeover (hat rolltiwied it at 
the end of World War 11 was much, 
much worse: ihe film's two n>osi sympa- 
thclic fttale characters sludy Marx 
togclher. The film opens in jubilation — 
a new ehikJ born as ihe radio anmiunccs 
Ihc defeat of Japan und I he end c^f ihe 
occupatitm — and iraccii a pnigrcvsive 
dwindling into defeat and despair, all 
this traced I h rough the fortunes of a 
family. By the end, rK> one is Icfi except 
the aged, iibsoleic patriarch and a 
lunatic. The concern with the family 
seems as consistent in Hou as in f)zu: 

i.s much more explicit ahoui the 
direci effects of s<vial-ptilitiCJl change 
on the family^* di.stnicgral ion. 

Always, the ?iTyle — ihe 'way of look- 
mg' — prevenis €>ur being sucked in to 
share the despair implicit in the narra- 
live. Rather, we are situated at a dis- 
lancc+ at orKe contemplative and sym- 
p^ithetk, from which we can share ihc 
characlers' emotki-ns and experiences 
whilst retaining our own perceptions, 
our capacity lor thought and action. 
Above all, Hou rtprcsenl^ miefii^rme, 
nol a qualily I would care lo attribute to 
mtjst of our celchnitcd i;ontcmrwirary 
purveyors of 'personal vkitMis.* 
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Working Class 
Fates 

by ScQtt Foreytli 

T wo Tiiucoiis^ly lanny and politically 
fierce comediAi were I he highlighl i>f 
the festival for me hath centres 
uptin the hard times and ijn(;crlain 
future caf the working etass; Michael 
Moore's Hfffief anti \ff is set in the 
decaying indusirial hcanland of capital- 
ist Arnerica; Zclimir Zilnik’s Thf Wijv 
Sifft Htfj repK^rls from an 

equally decay mg steel mill in oslensihly 
social isl Vugmlavia^ While the political 
new^ in the films tn hardly encouraging, 
each shows an accomplished case at 
combining a radical and popular cullu- 
ral mterveniion wiih the vatahty of 
working clas.s j^uhjccts — and I ha I 
leaves a much more oplimistic 
resonance. 

flogfr ami would tw rare Emough if 
it only fsKUsed upon working people 
and made u.t key political point xhc need 
for hard class struggle against the ons- 
laught of Reaganasm. But it also seems 
likely lo become a ihealricaJ success — 
an extraordinary rarity for an openly 
eommitted diKumentary. F‘eslival aud- 
iences in Toronto loved [he film and 
voted it Most Popular and a maje^r stu- 
dio has purchased ili.slributaoii rights, 
The reluctant ruling class hero. Rtager 
Smith, Chairman of General Motors, is 
so discomtlted that his PR flacks, also 
prominent in the film, have counleral- 
tacked in the AW Pori' Tjfmm. MiK>re 
and the fdm have received friendly 
media atterition, often of a nervously 
condescending kmd: given the timid 
conformity of media m the West, leftism 
ofTcrsi a curiosily value. Nonelhelc?is, 
widening audiences and the bui./ of 
publicity for radical mes-sages are wel- 
come indeed. 

The film's story is America in the 
Reagan '80s — specifically the vad fate 
of Mint,^ Nfichigan when General 
Motors lays off ihiny thousand auto 
workers and shifts factcjries lo Mexico, 
[t is an angry expose of ibe grim costs of 
Ihc corporate brigandage, mystical 
market ^’logic"^ and relentless interna- 
tional rtsiruciuring championed in 
these times. The flimiliar consequences 
— the fall in working class living stand- 
ards. impoverishment tor many and 


engorgement for the nch few — are 
mercilessly portrayed and dissected 
But it is a bo memorably a personal 
documentary — we start with Mot ire's 
baby piciures — and his voice engages 
the spectator thfLiugh I he film, shifting 
amusingly from guileJess mvesngalor lo 
poinied p^ditical jibes to slunned incre- 
dulity al ruling ctass rhetoric. The 
eniDyment here in vobes a partxly of the 
authorilalive voice-over of a tradititmal 
dtvumcnlary, but the complexity of the 
voice — emoliunal and analytical — is 
based on its articulation with famity, 
class and history. The family repres- 
en led b specifically tvf the working peo- 
ple of Flint's auto plants and Imme- 
diately ciinnceled to class mililance: 
"L'ncle Roy was in the Greal Sildown 
Strike of 19X7/' T he trajectory from the 
|>eak of labour rebel liim in I he '.KK lo 
I he apparent '^social conlracT^ and 
prcssperity of the '50s to crisis and 
retreat in the '^Ds and '80s counter- 
points and constantly deepens our 
response to the CEmternp<^rary events 
pirt rayed. 

Thiise events are indeed Iraumalic. 
The class struggle in Film is waged, not 
only in the plants, but in a mental; hospi- 
tal, outside a bloiKl-selhng clinic^ in a 
heart-rending series of evictions, at the 
■faco Bell where auto workers are not 
taking to '’"retraining." Surprisingly, this 
IS often funny as well as moving. Moore 
may get into trouble wuh liberals who 
like their class misery pathetic: there are 
no easily categorized and forgotten 
images of the pcHir in homeless. These 
pieople are variiiu.siy angry’, resigned, 
bitter, cheerily dsigged or ikiwnnghl 
quirky- {The bunny lady will certainly 
stick in your mind: connoisseurs E^f 
cinematic rabbit monalily will have 
iheir most menvorable momcnE since 
Gnxfard's HWkeHtf.) iTie human costs 
of Reaganomics are clear but the people 
re lam dignity and strength. This is abi^i 
far irum lefsiM cliches of workers in 
heroic posture againsi the class enemy. 

1 93 7 is constanlly recalled lo show both 
the need for and Ehe relative absence of 
class p4P|itlcs in Flint. 

What lifts the film towards t me hitar- 
ily is the way ibis story of devastaEion is 
rigorousty juxiaposed — even though it 
feels made up as we go along — with 
what the mling class says and does in 
the crisis, Moore^s pcrsc^nalizing has its 
brilliantly strategic parallel fand its titlel 
when we begin the film^s mexk subject 
— a running Erope Ehai Ehe film we arc 
watching is abouE the attempt Eo make a 
film which brings GM^s Roger Smith eo 
Flint to Witness the damage he has 
w roughE. Ot course he never comes and 


wc sec only futile efforls to track him 
down St ccninlry clubs, slock holders" 
meetings or Chnslmas parties. This gag 
unfolds with a folksy self-awareness of 
the prtKcss of filmmaking which draws 
the audience into the film — but with 
none of the frigidity I'tf academk; theor- 
ies of self-refiexive cinenva. When we 
finally come face lo face with smiling 
Ksjger^s terse dismissal, Moore has 
acc^>mpli)thed exactly what he says he 
wanted lo do. “Put a face on the 
enemy." 

W haE we begin to examine and 
laugh at IS a dialectic of the 
grinning face of Reagan ism its 
effects. City officials embark on a des- 
perate circus of ideologtcai fiinvflam 
and dubious schemes to subslitule for a 
real kKal economy. A TV evangel tst is 
brought in lo "'heaf the ailing city. 
Anita Bryant comes to say ''Cheer up. 
■Americaf'' Pal Boone is selling God and 
Am Way. Bob (T^e .VewA-wriE/ Game) 
Lu hanks k unforgcllably despicable. 
Miss America parades, waving sweetly, 
past boarded up homes and stores. Ron 
himself comes to lake a few unemployed 
for pi//a and suggests moving to Texas. 
C7wcn Biebcr, president of the UAW, 
comes to help hul UKiks completely 
befuddled by M txire^s suggest ion of 
another sitdown stnke. The local elite 
happily carry on as usual while l he city 
crumbles. These interviews ctrlainly 
inspire ndicute but Mcxifc lakes care lo 
allow us some sympathy for these happy 
clowns — they are skewered by their 
own words and their lolaf inadequacy 
lo the hafsh world ibcy arc su imposed to 
explain and pacify Out laughlcr 
becomes political. 

Even while we might be thinking 
these outlandish scenes are somehow 
staged, the story continues to escalate. 
Flint buikK a luxurious convent ion 
hotel but no tounsLs come — and the 
locals can't afford it. SlOU million gcxrs 
into .Auto World, an inane Disney-like 
inhuie to the auto industry decaying all 
around it. complete with workers sing- 
ing to the rotK>is who are replacing 
them — it only lasis six months. Most 
obscenely logical, FI ini builds a huge 
new jaif since, in the ikw “crime capi- 
tal" of Ehe Elates, there are sortie jobs 
for ei-auto workers , , , guarding 
former workmates les.s fortunate- Reag- 
anism and its ''affirmative" spectacles m 
whatever medium seem nothing so 
much as a fcx^iish Pt item kin Village — 
it^s all circus arvJ no bread. 

All these levels of narrative m inier- 
vicws, near-inlerviews, verile ubserva- 
Eton, archival footage and media 
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exlracu anr richly ami itirlbculuu^ly 
rdilcd. Mchhc's sarUuiiit tones take us 
through A rclcfiileu tifajih of rich and 
pw.n, rhcioriiza] bombasi and Janiagcd 
iivrs. iUei>bgues and viclims, hi^torbal 
possibilities and currcns anisirktions. 
The effect IS superbly heav-v -handed — 
jusi I he mix of outrage and irony this 
SKidill order demands. 

MeK>re*s accomplishment — u-ith his 
niilitani voice and pupnacious class- 
charged manlage — may be in offering 
an invest igam^n and represcnlalion. rK>t 
of class as an essence or a particular set 
of images, bui of class rfhuonj. That is. 
siKial relations which muM be con- 
stantly remade and ftHigbt over^ which 
are historically variable wish political 
will and organi/ation. on both cia^s 
sides, for belter or worse. Thai is why. 
Within apparent defeat arrd cxaifusitHi. 
Moore lays bare the evident difflcully of 
rebuildirtg working class livts and work- 
ing class politics but does nol invite or 
indulge in despair. Reality is changeable. 

A good political him opens yp a host 
of issues to debate, so I'll briefly off er a 
few of my con tent bus impressions. For 
instance, much of I he accessibility of ihe 
film rests on ihe populist lineage of 
American radicalism. It is a rcsilicni and 
necessary compronent to any imaginable 
opposition in ihe Slater. But it neverthe- 
less has always prixiuced a conlradic- 
lory polilk 3 , wiih right-wing potenEial 
a I limes. The film records several ^em^ 
phobic reactions to the layoffs directed 
al Japanese eompelitor? and h would be 
important to pursue this, given the 
prominence of national tsm and prolec- 
tionism in union policy, whose obdurate 
complacency is elsewhere derided. In 
fact, the arrogance artd panKhialism of 
Anverican nationalism are prominent in 
the nim^s mockery of ihe Reaganile cir- 
cus* but Ihe voiaiile hierarchy and res- 
entments of the unfolding inicmaiional 
divbfekm of labour need more camfuli 
scrutiny. Moore's focus on one com- 
mundy is a great sirenglh. but it is well 
lo realize that local struggles may nol 
simply add up lo workers of ihe world 
uniting. 

Ifte historical sense of a class narra- 
tive from the militant "JOs to the prcK- 
perous "SOs to ihc long conlemporary 
crisis is crucial to the iTlm's analysis and 
politics Those decades arc invoked wuh 
a m'rstalgic glow\ which gjvxn ihe pres- 
ent dark picture is pcrfcaly compre- 
hensible. Moore docs not imply ihat the 
past can be simply recreated but I think 
the uncomfonable contradictions of she 
half century are worth dwelling on. The 
spread of ‘'affluence^* lo the organized 
working clas.s in the and *60s was 


purchased at considerable cost. I 'he 
ci^pulsion of ihe militant leadership of 
the '30s m the police siaie repression of 
MU AC* the integral ion of the uniim 
bureaucracy inlo an arm of manage- 
mens's regulali>ry regime and ihe draslw 
narrow ing of class politics prepared the 
way for ihe .American umi>n move- 
menl's suicidal acquiescence wilh the 
ruling clajei onensive of the 'Hth. We sec 
ihe results hul need more explanalmn. 
ll dhit needs to be clear lhal ihe post- 
war boom was cunliguous w ith imperial 
rampaging from Korea to Guatemala lo 
Vietnam. Curreru imperial strategics — 
whelhcT lerrorism in Nicaragua or "'free 
trade zones*' in Mexico — need to be 
understood m I hat historical trajectory 
as well. In rctrospecl, the btxjm was 
alw^ays fragile, ready to be wrested back 
when profit ram^or America's imperial 
posiiion declined. 

Given Moore's clarion call for oppo- 
sition building* there is a striking 
absence in the film of the radical move- 
nvents which have persisted through the 
"ItCIs: feminism, black civil rights, gay 
liberation, environ menlali.sm and st^lid- 
arily with the third world. ITlis is under- 
slandably a rcsull of ftKUs. Parlly, these 
movements, with largely middle class 
const iluencies arid leaders* have nol 
made a la.sEmg impact in the working 
ela.^. It also appears EhaE in crisis ihe 
priority of class asserts iEseSf. But wyme 
sense of the br^iad character of potential 
struggles Would give a more optimistic 
piciurc — and would correspe^nd to 
both the complex inlersection of 
oppreidions and the mulEipIc levels tyf 
the ruling ebss attack. 


Soltdartly of workers actoss national 
bt^fders will be especially imporlant irt 
resistance todisasicrs like F- lint, all over 
a "giobali/mg" capitalism. In fact* 
Moore has personal experierice of the 
importance of solidarity siruggles since 
he was scandalously fired as editor of 
Jmt'jt for refusing to publish an 
anli-Sandimsta article, when ihai maga- 
zirK was moving towards a more mam- 
SI ream prohle. These shortlalls are 
obvii,}Usly nol from lack of piolitical 
acumen, so a film ihis rich could be 
expected lo take them up. 

Some of she success of Eh is film will 
be based on the playful distance from a 
traditional didactic miKkl ol lelli.vl doc- 
umentary. Hfiwever, Moore is securely 
within ihc bcsi of the tradition. Fhs col- 
laborators have made films like Tkr 
Ati^mic Caff and W rlift floAiej amt 
Banni'r.'i (about the famtyus t linl strike 
a.s wellj. The engaging 'Hoice'^ aryd 
complex editing construction are part ol 
the refirKmeni ol an increasingly elabo- 
rale style of analysis, which is simul- 
tanetiusly [observational and partrsan, in 
dE>cumentaries since the ’bOs. anU 

.Vfe seems strongly intluenccd by ihe 
work of K mile de .Antonio: perhap* it is 
not too much lo compare ihis film to 
the humour, anger and rigsirously pro- 
vocative montogc of that ma.ster of Ehe 
American polilical documentary. There 
is al.so S4.Ymelhing of the agilaln^nal 
newsreels and campaign films of the 
scKialisis of the '30s in /fogrr unJ Me. 
Like thiyse films, is stirs ihc emotions 
and enJisls the sofidanly of those 
already commit led: that is whal docu- 
mentaries of Ihe left should do — it is an. 
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honourable arvd tixi olten derided i^sk. 
It dlsii, rc-invcntin^t and revilalkin^ I he 
con vent jortv, ^[andv Eo reach and cnEcr^ 
lain a much broader audicner of ih^-i^c 
appalled and victimised by rulinjf cla!^^ 
slralcfEie^. 

MtKircV film oflcrs us outrage and 
resilience and ihc repciitisx call upt^n 
the explosive aclivism which has 
characterised American lab^iur radical- 
ism far al least a century . MiKire dt^s 
mn specifically ground this in siMdalisi 
politics. I hough he has been clearer in 
inlerviewit. (See AkJt Pallenon, '"Pul- 
ling A Face on Ehc Fvnemy/' \'rila^e 
Ftfice, Seplember 2K. I91ft9.) Hul it is 
admirable eni>ugh lhai he has Eempi^rar- 
ily pushed the class strui^^le — ihe final 
taboo in American politics and Ihe cove 
of scKiatisi pc^litics — inEo the main- 
si ream tpf p<pliticaL/ciillural discourse. 

Grim as Ihirtgs^ mighi he for workers 
in ihe capital isl world, a call for doclri- 
naire sinialist iransformation is hardly a 
straightforward or obvious one: 
Moore's reticence is lactically compre- 
hensible. AETtually C3iisiings4icialism has 
not otTered a credible and allnicfivc 
allcmalive to the pi;>wer of advamed 
capitalism, w hich has always dc?minaled 
and deformed iL Fitreme and daunting 
crises rack mosi of ihese nations, even if 
we disci>unl the gkiaimp Western press 
and are about g;ig on one more 


announcemertt of ''the death of 
socialism." 

The H m .S;ee/ Temps^reJ show's 
us a ficlional. almost allegKHical world, 
hut a mi^re nuanced and complex real- 
ity As much as Misore's Flink n is a 
WL>rld of class conflict: indeed, wc must 
remind ourselves that this story doesn^E 
laki: place under captlalism, st^ Imle 
doc?i. this world link to socialist ideah. 
Bui the tide, a pLay on Ostrovsky's epic 
of the Russian f i^ il W af which became 
3 staple of !aliiluiisl education and 
cinema, takes us from the beginning to 
the conlemporary end of “building 
socialism in onecounEry." In ihis rattle- 
trap socialism, reseniful steel workers 
are pitied day |o day against a collectii!in 
of Ihe mo^t vetial and corrupt manager/ 
bureaucrats imaginable: iheyaci like ihe 
Mafia ar>d they aspire lo be average 
Western capilalists. They're also 
incompcntently running the factr^ry into 
ihe ground, much nuvre interested m 
black market schentes or foreign 
buyouts. The porlrayal mocks the 
bureaucrais tor their total betrayal of 
socialism and shows us the inet^ualus 
anti corruption "markei” reltirms and 
eci^ntimK: integraiion wiih the West will 
bring to the Fusl fVugi^lavia is ahead 
of many of its "SiX’ialist" neighbiHirs ii 
seems I 

The film has the rapid pace, political 


wit and vulpr carrying on viewm may 
associate with another radical V ugnslav, 
Makave>fv — Min of Socialist Sur- 
Realifsm. Economic decay and political 
disill usionmenl generale a personal cri- 
sis fcjr I co. the potentially heroic steel 
worker. 1. depressed, he plunges mio a 
drunken reverie of hrnwling. tucking 
and rebclli^m which wrecks his mar- 
riage. The chaotic plot jokes abtinit 
everything ~ chicken plucking, fan mg. 
ctJiius mlcrruptiis. VugoslLiv yuppies, 
the f i^reign Lcgii>n. F astern r«M.k. lup- 
ancse lechnology ^and dwarls). Ehc 
evireme diniculty oi killing wild boars. 
1 he humour has the anarchic logic of 
slapstick in American silcnl cinema and 
culminates with a cra/eAl' 'uprising/' the 
pulling down of a huge Sialuiisl slaluc 
— echoing I9>6, bui redolent of revolu- 
tion F’asi or W^est — and our piiK^r 
working class hero in jail 

^■tnik clearly loves [.co and his idao- 
syneratic and ramhunciious comrades: 
all Ihe fharaeters are presen Eed and per- 
formetl with great verve arnf charm. 
Socially, the humour gives us respect 
and atYcction for ihe rehellkiiUs wcirkers 
bul also a sense of ihe fuiile deadlock in 
stvial re la I ions of monhund Stalinism 
lor TitoismI /ilnik alsi-i wanls lo show 
a recasting of seiiual relations. Leo's 
rough fiiasculinily is s^^ftened by ihe 
evident greater sense arvd sensitivity of 
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all ihe women; xha imruformation is 
more informed by the tradition of 
gender cgiililarianuim and '^free lovx" in 
socialism than by Western feminism, h 
is a tender but Limilcd critique; ihe esca- 
pades and advtnlures regenerate the 
couple and a baby offers a sense of the 
future that the social world cannol. 

tn a wonderfully dream-like nnale, 
everyone is saved by ihe amval of two 
Western businessmen, dressed like 
benevolem wirarils, As collectors of 
revolulkmary ait^ they guarantee ihe 
decrepit imlfs future and want only ihe 
loan of Leo as a listing sculpture of the 
mixlel Socialist Realist worker^ The 
pretensions of one line of “socialist*' 
aesthetics are hilahiHKly revealed as all 
ideological facade — and jusi another 
commodity ■ Leo returns a year later, in 
triumph, in a Cadillac hearing gold 
presents, to see his new sort- Its a suberb 
satirical jab al the supposed bench- 
eicnee arnJ riches of “modernity" in a 
fairy talc West — and the widespread 
naivete about it in the East. (Given that 
Ihe Western bourgeoisie are pt^ecd like 
vultures to '^l^tin Americanize'* East- 
ern Europe as a rich stiurce of eiploit- 
able cheap labc^ur, the satire can be seen 
as very gentle and partial: Roger and Me 
shiiuld be required viewing for opposi- 
tionists in the East.) 

So. the solutions proffered to the 
social conflicts dnimaiized are either 
faniaslic or private, not exactly politi- 
cally cnccHiraging when we mi^t have 
the whiff of revolution in our nosiriU. 


But a coda in which Leo takes his baby 
to the glowing sicel furnace and prom- 
ises him a place there, pulls us back lo 
the colkcilve — family and class 
together ^ and the energy and exuber- 
ance the film has found in iUt working 
people. The Stalinist imagery of forging 
H. re-c^t, with history uncertain bul 
open. This is a suggestive iwisi out of 
allegory. 

Ai enpyable as this satire is, the alle- 
goriEiral form has its limits — I was left 
W'animg this inlelligent filmmaker to 
give me more tomples argumtents aboul 
his couniry's dilemrnas. Given the feroc- 
ity of national antagonism in YugosLa- 
via, and ihe sometimes horriftc ^Hit- 
hursts of nationalism which have 
accompanied reforms with in Stalinism 
elsewhere, the film's complete silence on 
these issues is striking. Why should 
anyone he sanguirte aboul the history of 
reactionary nationalism in Poland, the 
Baltic counirics or^ in fact, ^rbia or 
Croatia? 

Similarly, no <.me in this film ha.s any- 
thing lo say itbc:»ut socialism al all; it 
seems rightly irrelevani to the managers 
who treat socialist property as their 
i,iwn. bul, as well, the workers' resist- 
ance is based solely upon *'vitatity'* and 
individualistic '‘ptycht^kigy" — its class 
nature is essentLally passive. There is no 
historical memory of revolutior^ry and 
cisllective ideals at all. Whclher ihis is 
literally true or not in the Yugoslavia of 
'^workers' self-managemeru,'* however 
burcaucralic. the humour of this blan- 


kness both denounces and depends 
upon the Pariy*s discrediiing and 
smothering cd political life. Perhaps ihe 
widespread circulalion i.jf Tfie W'dV Sieef 
Wai Tempertnf on Yugi>s|av screens 
indicates a more complicated and 
vibranl kind of debate is occurring or 
devekiping. It seems lo me thal a politi- 
cal vacuum can be dangerous: kx>k 
again to Poland where a great working 
class rebellion has issued in a Solidarity 
leadership gleefully embracing IMK 
" market'' starvalion for its tJwn suppor- 
ters, ntrt to mention the glim of anti- 
Semitic. anii-Red hysteria in ayatollah 
CHemp^s eye. The programme of work- 
ing class rebcllitm, ihe polenliaJ re- 
invention of socialism or the draconian 
rcstoralmn of capital ism — these arc hie 
and death issues as Stalinism rcf^irms or 
dismantles itself. 

Working class fates look dark and 
difficull. East oi W-'rsl. Zilnik cfTeclivcIy 
skewers ctirrupt Slalinists who have 
deformed siKiahsm for so king and 
offers in the collective viialily of its 
wcnking class heroes a hiru of adtiTereni 
future. Roger aitd Xie specifically 
devote^ ilsclf to revitalizing a repressed 
political discourse: n movingly lays bare 
the consequences of texlay's oipLlalism 
and challenges us once again to the 
enormous work of fighting back. These 
may be working cla.'is fates, bul there is 
no need of simple fatalism. That is fell 
in each film, over and abtwe piilitical 
articulation, again^^t oppressive systems, 
by radical laughing. 
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The radical internationalization of the forces of 
production is such that no bourgeois society will be 
Immune from the unpredictable tides and tempests 
of an uneven development whose elements are 
acquiring a well-nigh meteorological velocity 
around the world, across all frontiers 


Perry Anderson 





